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La profesión de! arquitecto está desampa-
rada. El médico posse e! misterio de la bata blanca, 
e! cliente se relaciona con él como paciente, se man-
tiene inmune en la mayoría de los errores que co-
mete. El abogado, en todas sus defensas, tiene li-
bertad de acción porque la solución sólo puede dar-
la la ley; el ingeniero tiene como garantía las gran-
des inversiones en los proyectos y una aparente ob-
jetividad en su actuación. Pero al arquitecto, a pe-
sar de que su profesión es muy antigua, no disfruta 
de ninguno de estos privilegios sociales. No hay 
nada objetivo ni cuantificable en lo que ofrece (aun-
que en los años 40 y 50 estaba de moda decir lo con-
trario), sus errores saltan a la vista de! cliente y de! 
público, y sus técnicas específicas pertenecen a un 
terreno en e! que todo el mundo pretende tener de-
recho a opinar. 
Al igual que e! sentido común cartesiano, e! 
gusto -por medio del cual juzgamos las obras de los 
arquitectos- está equitativamente distribuido en e! 
sentido de que poca gente, muy poca, estaría dis-
puesta a admitir que tiene mal gusto, o aceptaría 
que no tiene gusto, que no tiene preferencias. Pero 
-objetará ellector-, probablemente el gusto no es la 
facultad por la que solamente juzgamos la arquitec-
tura; primero tenemos en cuenta como funciona un 
edificio, como se ha construido, como ha sido con-
cebida su estructura, y, solamente, después de esto, 
juzgamos su apariencia. Tal vez esto ocurra en un 
mundo ideal; pero en el que todos nosotros vivi-
mos, el gusto es lo que prevalece. Y, aunque se in-
tente esconder este hecho, siempre es dolorosa-
mente obvio, y, por lo tanto, es tratado con cierto 
recelo por los profesionales cuyas demandas al gas-
to público tendrían que estar -tal como lo ven 
ellos- basadas en algún tipo de contribución conta-
bilizable. 
Esta pérdida de valor se ha atribuido al 
cambio de naturaleza del mecenazgo. "Erase una 
Traducción al castellano 
vez" (cuentan las historias), había unos príncipes y 
unos obispos -hombres que sabían lo que querían, 
que tomaban decisiones arbitrarias, que apoyaban 
a arquitectos en los que habían depositado su con-
fianza- y, que han sido sustituidos por comisiones 
anónimas donde los conflictos de opinión y de inte-
rés impiden que e! arquitecto pueda tomar decisio-
nes. Si esto fuera cierto, el remedio sería muy sim-
ple: las comisiones delegarían su autoridad en uno 
de sus miembros, y todo iría sobre ruedas. Pero, 
evidentemente, no es tan fácil localizar el proble-
ma. Algunos de los edificios más grandes del mun-
do (las catedrales de Chartes i Florencia, por poner 
dos claros ejemplos) son el resultado de una serie de 
largas y, a menudo, contradictorias decisiones de 
comisiones. El problema reside en otra parte, es 
más profundo. Es cierto que el tema de las conver-
saciones de las comisiones incide en parte y, aun-
que el remedio que he propuesto no sea válido por-
que las poderosas comisiones que controlan el gas-
to público son responsables ante organismos más 
grandes, que son a su vez delegados para gobernar 
en nombre de la población en general, éste es el me-
canismo de todas las democracias parlamentarias y 
de otros regímenes constitucionales. A todos los 
niveles de delegación parece que hay desacuerdo 
sobre lo que se espera hoy del arquitecto. Muy po-
cas personas, por muy filisteas que se confiesen, di-
rán que da lo mismo que cualquier edificio cons-
truido en un espacio público, o bien a cargo del gas-
to público sea o no sea feo, según su interpretación 
del término. y, casi nadie admitirá que lo que se ha 
construido le parece ofensivo y que le da igual. 
Pero, lo que mucha gente afirmaría e.n público es 
que no puede haber un acuerdo general sobre si un 
edificio en particular es feo o bonito, y, por lo tan-
to, la cuestión acaba siendo indiferente en términos 
mesurables. El juicio de todo esto, os dirán, en una 
cuestión de gusto. 
Existen muchas variaciones en esta línea ar-
gumental, y es violentamente combatida por los 
abogados de la planificación y de la arquitectura de 
participación, los que argumentan que las cuestio-
nes de gusto son indiferentes precisamente porque 
la gente, los futuros habitantes, han de expresar sus 
deseos y sus aspiraciones sobre los edificios en los 
que han de vivir. Y que, si bien esto puede ofender 
alguna sensibilidad super-sofisticada, seguro que 
no tiene consecuencias en una sociedad pluralista. 
Incluso, esta esquematización chapucera pone en 
evidencia que los defensores de los proyectos de 
participación tienen un razonamiento más articula-
do -al menos potencialmente- que los que argu-
mentan desde el punto de vista cualitativo. El gusto 
no debería tenerse en cuenta, dicen, no porque no 
exista un modo de medirlo sino porque no es una 
facultad innata, ha de adquirirse y por lo tanto, 
siempre es propiedad de una élite y no puede per-
mitirse que el gusto de una minoria domine las ca-
sas de la mayoría. 
Y a pesar de todo, cuando se examina la 
obra de los que tienen más éxito en este campo de 
los practicantes de la participación -la de Lucien 
Kroll en Bélgica o la de! italiano Giancarlo da Car-
10-, uno comprende porque, tan a menudo han 
sido considerados arquitectos de catálogo. De he-
cho, como todos los arquitectos hacen con todos 
sus clientes, ofrecen un abanico limitado de posibi-
lidades de elección. El volumen, el solar, e! costo, 
son limitaciones inevitables; las variaciones en el 
plan estándar, la serie de elementos estructurales y 
de acabado son las variables con las que se permite 
operar a los clientes. El diseño participativo trasla-
da a la consideración pública el tipo de relación que 
los clientes privados debían tener hace medio siglo 
con los arquitectos de sus casas. Este modelo, un 
poco pasado de moda, si bien la consideramos váli-
do en términos generales, implicaría que el arqui-
tecto debe convertirse en una especie de receptor de 
los deseos de los clientes, sobretodo, en lo que con-
cierne a sus casas. La misión del arquitecto sería in-
tentar plasmar en sus realizaciones, de la forma más 
exacta posible, los deseos de sus clientes. Este mo-
delo presupone, además, que todos estos deseos es-
tén en armonía los unos con los otros y con cual-
quier limitación impuesta por la comunidad; y 
también supone que sea posible traducir el deseo a 
forma constructiva. 
He aquí el grave error. Mucha gente tiene 
una noción "ideal" de su casa, que no imagina que 
se proyecte en su casa "real" o en su apartamento. 
Además, los deseos formulados por la mayoría de 
las personas se basan en cosas anteriores, porque de 
otro modo ¿cómo podrían hacerlo? Los preceden-
tes son otras casas, otros edificios, otras situacio-
nes. Hasta los niños, cuando construyen un edifi-
cio con un juego de construcciones, pretenden, 
inevitablemente, adecuar su construcción a la de un 
edificio ya visto y conocido. El niño que utiliza un 
juego de construcciones para hacer alguna cosa que 
no tenga precedentes es sin duda un niño excepcio-
nal. El diseño participativo es por naturaleza res-
trictivo, porque no se puede esperar un acuerdo ge-
neral en cosas extraordinarias. Además, la sugeren-
cia que la única arquitectura socialmente aceptable 
ha de ser vulgar seria rechazada con indignación 
por casi todos. 
A pesar de que es más sofisticado que el 
modelo de responsabilidad, el modelo de participa-
ción también es contradictorio, porque la conside-
ración social del arquitecto es a la vez más alta y más 
baja de lo que presupone el consenso. En el extre-
mo más bajo, todavía se imagina al arquitecto como 
una especie de encargado de obra superior que se 
preocupa de que los costos se mantengan dentro del 
presupuesto, que los trabajos de la obra se realicen 
de acuerdo con las previsiones, y, que el tejado no 
permita e! paso del agua. En el extremo más eleva-
do, se espera que refuerce la estructura social con 
una larga serie de construcciones que ennoblezcan 
la acción individual y la colectiva. como no existe 
una via adecuada al gusto de todos por la que se 
pueda discutir las funciones más altas -las segun-
das-, los lamentos contra el arquitecto se acostum-
bran a formular en términos prácticos. Pero en las 
escuelas de arquitectura, los jóvenes impacientes 
incuban una revolución. 
Añoran los tiempos en que parecía que los 
arquitectos sabían lo que hacían. Cuando el gusto 
actuaba dentro de límites rígidos y estrechos im-
puestos por las normas. El retorno a la arquitectura 
de los años 20, la última época dorada del pompier, 
parece prometer una inversión en la historia que 
comporta seguridad contra las dudas y las incerti-
dumbres del gusto. Ornamento e historia son los 
nuevos eslogans. La moderna arquitectura se vuel-
ve contra el placer abandonando la referencia his-
torica y la ornamentación. El retorno a estos place-
res es la única garantía para que la arquitectura 
vuelva a ser aceptada popularmente, y así superar la 
situación de desamparo en que trabaja el arquitec-
to. Formularlo tan suavemente és, evidentemente, 
manifestar la debilidad del argumento. El abando-
no del ornamento por parte de los arquitectos fue 
una medida lenta pero definitiva. Y, parte del pro-
ceso fue una búsqueda de certeza mucho más minu-
ciosa que laque ahora tenemos. También estaba re-
lacionada con e! status. Los arquitectos llegaron a 
desconfiar de! status de hombr.es de gusto, provee-
dores de ornamentación, status que habían conse-
guido demasido deprisa a finales de! siglo XIX. La 
reconstrucción de las ciudades en su tiempo impli-
caba una remodelación de la sociedad y ellos asu-
mieron con ilusión el rol de ingenieros sociales, su 
trabajo sería el equivalente físico de la reconstruc-
ción social. De este modo, toda discusión que hi-
ciera referencia al gusto y a la ornamentación pare-
cia demasiado trivial. De hecho, la teoria que con-
sidera la arquitectura como reconstrucción social, 
que se desarrolló en los años 20 y 30, hizo que e! ar-
quitecto desdeñase las consideraciones formales. 
Cuando uno piensa en los diversos eslogans inven-
tados por los arquitectos de aquella época, ninguno 
de ellos tiene nada que ver con las cuestiones for-
males. A pesar de que Le Corbusier y Gropius in-
sistieran en la importancia de la forma, dándole un 
tratamiento primordial en sus conversaciones, la 
convicción de que los problemas formales eran 
completamente inferiores a los problemas de pro-
ducción de la economía estructural tenia mucha 
más fuerza. 
Había otra, no mencionada, inarticulada, 
asunción en esta época: que a causa de la concentra-
ción en lo esencial, los objetos revelarían su verda-
dera naturaleza a los diseñadores y a los usuarios. Y 
esta verdadera naturaleza sería por sí sola tan satis-
factoria que todas las construcciones formales pa-
sarían a ser secundarias. Porque, si uno puede con-
seguir la tacita, e! plato, la silla, la casa, la fábrica o 
cualquier otra cosa esencial, todos los problemas de 
forma serán accidentales. Lo esencial es, natural-
mente, la forma misma. No requiere ni interpreta-
ción ni modulación. La bombilla eléctrica conside-
rada por Henry van de Ve!de como la nueva flor del 
siglo XX, era un ejemplo perfecto. Desde esta pers-
pectiva, toda indulgencia formal, toda complacen-
cia en e! detalle podría verse como ocultadora de la 
naturaleza esencial de! objeto ideal al que e! diseña-
dor intentaría aproximarse cada vez más. 
Se convirtió en una parte tan importante de 
la manera como los arquitectos y los diseñadores 
veían su trabajo, que la solución de los problemas 
pasó a ser sinónima en la mente de mucha gente de 
lo que hacían los arquitectos y los diseñadores. Y, 
además, e! diseño como una solución a de proble-
mas presupone que existen, en algún espacio episte-
mológico, tipos de objetos como una silla, una 
mesa, una casa o cualquier otra cosa: y, que estos ti-
pos pueden conseguirse gracias a la búsqueda dili-
gente de! diseñador. Pero, si existe un tesoro tan 
metafísico es inalcanzable por cualquiera de los 
métodos conocidos. El diseño tiene que ver con e! 
contingente y e! contingente tiene muchos aspectos 
que han de tenerse en cuenta. Están todas las consi-
deraciones de! proceso de manufactura, de las limi-
taciones de espectación social. Estas últimas son 
irreductibles cuantificablemente. No hay caminos 
donde e! complejo de consideraciones que he lla-
mado sociales, por ausencia de otra palabra más 
adecuada, eludan las dudas de la interpretación. 
Nuestras preocupaciones están unidas a la obstina-
da creencia que, si solamente formulásemos correc-
tamente nuestro método, e! tipo sería de hecho al-
canzable. O, si lo quereis de otra manera, que hay 
soluciones más extremas y correctas a todo proble-
ma de diseño planteado. 
Esta creencia está alimentada por los clien-
tes: particularmente los grandes clientes comercia-
les a quienes les gustaría creer que las últimas fábri-
cas, o los despachos de alquiler se pueden, de algu- . 
na manera, obtener. Pero en diseño no hay nada 
original. La contingencia que siempre, incluso en la 
cima de! método de diseño, amenazó la integridad 
de esta creencia fue la presencia de la propaganda, 
de los anuncios, de las relaciones públicas. Hasta 
los clientes que parecían más neutrales se preocupa-
ron ocasionalmente del tipo de imagen que debían 
dar al público en general. Entonces, en los años 50, 
se desarrolló toda una escuela de edificios de despa-
chos en la que la imagen que quedaba fijada en los 
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no clientes (futuros clientes) se convirtió en una 
consideración tan importante como cualquiera de 
las restricciones físicas que formaban parte de las 
preocupaciones de! "límite" de los arquitectos. Y, 
aunque la publicidad fue tratada por muchos críti-
cos y polemistas como no admisible o, al menos, 
como no de! todo seria, e! hecho de que los clientes 
reclamaran una imagen identificadora desafió la 
discusión racional. Han pasado muchos días desde 
entonces, pero todavía no hay un tratado racional 
de la forma en arquitectura accesible a los arquitec-
tos y a los profanos interesados. En la situación 
presente, esta discusión denota buen gusto, buen 
gusto de élites y de élites insensatas. 
Puedo ejemplificar e! problema con un pa-
rale!o absurdo. No hace mucho, un amigo compo-
sitor me preguntó si sabía porque los músicos com-
ponían tantas piezas de 3-5 minutos antes de la Se-
gunda Guerra Mundial, tantas de 25 minutos des-
pués de 1950 y ahora, se dedicaban a hacerlas de 
hora y media de duración. Los críticos musicales, 
decía, contemplaban el hecho como un tema tabú, 
pero es simplemente consecuencia de la duración 
de las cintas y discos que se encuentran en el merca-
do. Estas restricciones físicas a los compositores no 
se pueden mencionar a los músicos así como, tam-
poco se pueden mencionar las restricciones forma-
les conectadas por la arquitectura. De alguna mane-
ra, se ha dicho que las limitaciones impuestas a la 
arquitectura son de un orden tan diferente a las que 
tienen los poetas y los músicos -e incluso a los es-
cultores- que hacer un paralelismo entre las activi-
dades del arquitecto y las del músico es una mera 
frivolidad. Y con todo, yo sugiero que hay un para-
lelo, y que es bueno que se haga: porque las activi-
dades de ambos están relacionadas con un fin: me-
taforizar las limitaciones o encontrar metáforas en 
las limitaciones. 
La limitación es siempre el combustible de 
la interpretación. No existe el arte sin limitaciones. 
Allí donde las limitaciones parecen marginales, la 
naturaleza de la actividad será idearlas e imponer-
las. La libre admisión de la necesidad de limitacio-
nes formales en la tarea de los arquitectos todavía 
no se ha conseguido. Ha de haber una aceptación 
sin condiciones de "Función" y de "producción". 
La idea de admisión con la que el arquitecto opera 
formalmente y que su lugar correcto en el seno del 
aparato social se debe a su capacidad de hacerlo, se 
ha de renovar, y ha de hacerlo enérgicamente. Estas 
habilidades no son, más que oblícuamente, cues-
tión de gusto. 
Cocteau definía el gusto como le tacte dans 
l'audace. Los arquitectos han renunciado a la bús-
queda de un lugar más cerca de! sol como los inge-
nieros sociales o los jefes de producción, u otros. Y 
ahora el arquitecto ha de re interpretar de otra ma-
nera su rol: ha de pedir a la comunidad un discurso 
cultural para que sea readmitido. La arquitectura 
reclama una fuerte disciplina formal que es necesa-
rio creer que llenará e! vacío que se ha creado entre 
las buenas intenciones y los edificios indiferentes, 
anónimos. Toda la panoplia de sofistificación es-
tructural y de ingenuidad económica, de servicios 
elaborados, se ha de asumir y se ha de dirigir hacia 
un fin deseable y definitivo: la creación de un en-
torno rico y estimulante. 
Joseph R-YCKWERT. 
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Mi intención es la de hacer una introduc-
ción a este ciclo, que ha sido programado de mane-
ra muy interesante, y por cuya iniciativa felicito a 
sus organizadores. El primer planteamiento inten-
tará establecerun marco de referencia, máxima-
mente general, en el que se entienda el tema de la in-
tervención arquitectónica. Porque me parece que la 
primera dificultad está justamente en la vaguedad i 
en la imprecisión de! término "intervención" i ase-
guraria que hay dos sentidos: primero, en un senti-
do general, cuando hablamos de intervención, de-
bería entenderse cualquier tipo de actuación que se 
puede hacer en un edificio o en una arquitectura. 
Las actuaciones que sean de restauración, de defen-
sa, de preservación, de conservación, de reutiliza-
ción, etc. etc., todas ellas podrían ser designadas 
con un término máximamente general que sería 
justamente el de "intervención". Éste sería un pri-
mer sentido, del que establecería tres momentos di-
ferentes en las maneras de entender qué tipo de re-
laciones se pueden establecer en la obra ya cons-
truida con el fin de que esta siga teniendo algun tipo 
de vigencia. En segundo lugar, con significado más 
restringido y más específico, la idea de intervención 
comportaría la crítica a las otras ideas anteriores, es 
decir, a las ideas que traducirían la intervención 
como restauración, como conservación, como reu-
tilización, etc. Hay por lo tanto un conflicto que es 
el conflicto de las interpretaciones. En realidad 
todo problema de intervención es siempre un pro-
blema de interpretación de una obra de arquitectu-
ra ya existente, porque las posibles formas de inter-
vención que se plantean siempre son formas de in-
terpretar el nuevo discurso que el edificio puede 
producir. Una intervención es tanto como intentar 
que el edificio vuelva a decir algo y lo diga en una 
determinada dirección. Según la forma en que la in-
tervención se produzca los resultados serán unos u 
otros. Que la intervención significa por lo tanto in-
terpretación y que estas interpretaciones pueden 
ser diversas nos lo prueba, incluso, esta diversidad 
terminológica con la cual los problemas de la inter-
vención acostumbran a presentarse. Ya he citado 
antes que cuando se habla de restauración, de defen-
sa, de conservación, de reutilización, de preserva-
ción, etc. etc., estos conceptos significan cosas di-
ferentes, pero a veces son criterios que se solapan; 
sobre todo, detrás de cada uno de ellos hay en reali-
dad toda una concepción de la intervención en el 
edificio y de la interpretación que esta intervención 
plantea. En el fondo me parece que estoy diciendo 
algo bastante sencillo: que si la intevención es el tér-' 
mino máximamente general, es necesario conside-
rar las formas de la intervención como formas de 
interpretación diferentes. Quisiera, hoy, referirme 
a estas interpretaciones, a estas diferentes traduc-
ciones de la idea de intervención que se han produ-
cido desde que la arquitectura es una actividad re-
f1exiva y con una conceptualización suficientemen-
te general como para hacerse cargo de este proble-
ma. 
El primer momento en el que la interven-
ción se plantea como un problema que pide una 
cierta forma de teorización y, por lo tanto, una de-
finición de cuál es la relación entre la intervención y 
la arquitectura existente, es, sin duda, el momento 
del Clasicismo. Es el momento que se inicia con la 
definición renacentista de la arquitectura, porque 
en todo lo que sucede antes, la relación entre la in-
tervención y el edificio previamente existente es en 
realidad una relación absolutamente impremedita-
da. Un relación en la que no hay ninguna conside-
ración por la condición existente, como no se trate 
de la consideración según la cual el edificio es una 
pura base material sobre la que instrumentar una 
nueva arquitectura. Lo que sucede en la arquitectu-
ra griega, romana, yen arquitecturas incluso ante-
riores, es, o que se construye sobre otras arquitec-
turas previas, sin más consideraciones, o que se uti-
lizan las arquitecturas como simples canteras, 
como simple cantidad de materiales disponibles 
para realizar una nueva operación de arquitectura. 
En cualquier caso ninguna consideración historio-
gráfica sobre el valor de lo existente sino la simple 
consideración material del edificio, ya sea como so-
porte de una nueva operación, pensada siempre de 
nueva planta, ya sea como pura condición material 
de la construcción de otro edificio. El ejemplo de 
los edificios, la Acrópolis de Atenas, donde se van 
superponiendo las edificiaciones sin que haya en 
realidad referencias previas de unas con otras como 
no sea en tanto que condiciones topográficas, sería 
un ejemplo muy claro de este tipo. Otra situación 
es la de la pura aditividad, sin ninguna 'considera-
ción o reflexión sobre el edificio existente, que es 
todo lo que ofrece la arquitectura medieval. Esta, 
en su proceso de yuxtaposición, manifiesta que no 
hay ninguna consciencia refleja ni del significado ni 
de la diferencia que pueda darse entre la arquitectu-
ra ya existente y la nueva operación. Por ello, la his-
toria de la construcción de las catedrales es siempre 
una operación de yuxtaposición, en la cual ninguna 
condición crítica aparece en el momento de interve-
nir sobre una estructura ya iniciada o sobre una es-
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tructura que apunta una determinada lógica, sino 
que se superpone con la mayor violencia y sin nin-
gún tipo de reflexión previa una nueva estructura 
sobre la arquitectura ya existente. 
Esta condición refleja aparece, por primera 
vez, en el momento en que hay una conciencia de la 
historia. Si se quiere, de una manera muy esquemá-
tica, casi mítica, la conciencia de la diferencia, es 
decir, el hecho de que hay un pasado y un presente, 
y que las condiciones del pasado son diferentes de 
las del presente, y que por lo tanto la intervención 
las ha de tener en cuenta, a favor o en contra, para 
asumirlas o para distanciarse de ellas: ésta es justa-
mente la situación renacentista. Una conciencia de 
la historia extraordinariamente esquemática, pura-
mente dualística, en la cual existe un pasado mitifi-
cado que es la antigüedad y otra realidad tenebrosa, 
negativa que ha de ser justamente considerada 
como la contraimagen de aquella realidad positiva 
encarnada por la antigüedad y que es toda la reali-
dad de la ciudad y de la construcción medieval. La 
nuova maniera, la que propone los artistas del Re-
nacimiento, es una forma de conciencia de esta an-
tigüedad con todo el carácter elemental y en abso-
luto analítico que ello supone, pero es ya una forma 
de enfrentarse con unas determinadas arquitecturas 
para calificarlas negativamente y con otras para ca-
lificarlas positivamente. 
Todo esto ¿qué significa? Significa que se 
plantea por primera vez la actuación de arquitectu-
ra desde una consideración crítica respecto al lugar 
donde se interviene y a las condiciones que este lu-
gar ofrece. El problema de la conformitas, es decir, 
de la coherencia o incoherencia respecto a las con-
diciones existentes, es la cuestión central en las in-
tervenciones arquitectónicas que se producen en un 
paisaje ya existente. Me atrevería a decir que este 
problema de la conformitas, es decir, de la lectura 
crítica de lo existente para definir una manera de in-
tervenir, es característico de toda la arquitectura del 
Clasicismo. En realidad significa la posibilidad de 
manifestarse como tal y de manifestarse en la univer-
salidad de su proyecto. Efectivamente, la interven-
ción sobre la realidad construida que la arquitectu-
ra del Renacimiento plantea es una intervención 
cuyo objectivo es unificar la totalidad del espacio 
como escenario de la vida humana. Esto significa 
subsumir bajo este proyecto de unidad la diversi-
dad y la dislocación, la multiplicidad que la ciudad 
antigua y, sobretodo la ciudad medieval, ofrecía. 
Las intervenciones, ya sean puntuales, ya sean más 
intensamente unitarias, significan siempre el inten-
to de releer esta realidad construida ya existente 
para intervenir sobre ella con un instrumento que 
es e! proyecto de arquitectura para, a través de esta 
intervención, conseguir la unificación de! espacio 
de la ciudad. 
Como ejemplo característico quisiera hacer 
referencia a través de unas imágenes, a un proyecto 
de! momento inicial renacentista, enormemente 
significativo de esta forma de lectura crítica de la 
realidad física existente. Me refiero a una de las pri-
meras obras de Alberti, que es en realidad una ope-
ración de intervención sobre un edificio ya cons-
truido. Se trata de la intervención sobre la Iglesia de 
San Francisco, en Rímini, para la construcción de 
lo que tenía que ser e! templo ce!ebrativo a la familia 
de los Malatesta. Como sabemos, este edificio, 
nunca acabado, no se construye de nueva planta 
sino que se construye sobre la base de una iglesia de 
estructura lombarda con nave única y absidiolos la-
terales y la intervención de Alberti se planta sobre 
esta estructura existente. La primera cosa que nos 
llama la atención es que, aunque la intervención de 
Alberti es tremendamente contundente y fuerte 
respecto a la estructura previamente existente, en 
realidad esta intervención se efectúa ciñiéndose a su 
estructura física previa. La modificación de Alber-
ti, sin embargo, es una modificación que tenderá a 
variar su significado global en e! sentido de intro-
ducir otro sistema de proporciones y otro sistema de 
connotaciones. Las pretensiones de Alberti las co-
nocemos aproximadamente a partir de un medallón 
realizado durante la construcción yen e! que se nos 
'da una imagen de lo que Alberti pensaba alcanzar 
en esta intervención sobre e! viejo edificio de la 
Iglesia de S;~ Francisco. ·,En realidad pensaba en 
transformar e! espacio longitudinal de la primitiva 
iglesia con una operación que lo hiciera decidida-
mente centralizado bajo una gran cúpula, evidente-
mente inspirada en e! panteón y que tenía pues una 
relación con el problema de la definición de! espa-
cio central como desideratum, como modelo ópti-
mo en la construcción de la iglesia. Pero también 
esta operación se efectúa con suficientes dependen-
cias como para que, por ejemplo, el tema de la ele-o 
vació n del nivel del edificio respecto al suelo no se 
produzca, sino que Alberti condicione el modelo 
genérico que aquí intenta desarrollar a las condicio-
nes concretas del edificio ya existente, al nivel, aun-
que el arco triunfal de triple H que origina la com-
posición de la fachada esté elevado sobre un podio 
yen cambio la puerta central quede partida respec-
to a este podio, de manera que se produce una ma-
nifestación de las condiciones previas que el edificio 
tenía. Todo él introduce una tensión entre el mode-
lo ideal, que és el modelo del templo colocado so-
bre un podio, a partir del cual arrancaría el tema del 
arco triunfal en la fachada principal, o el tema de la 
arquería romana en las fachadas laterales, quedan-
do contrapuesto a la relación mucho más directa 
que el pavimento de la antigua ofrecía y que en rea-
lidad se conserva en esta intervención justamente 
como uno de los elementos que permiten identifi-
car la dependencia que esta operación de interven-
ción tan potente ha provocado sobre el edificio 
existente. Esta tensión queda también patente en la 
voluntad de mantener la doble estructura de muros 
lateral, de manera que la yuxtaposición quede cla-
ramente expresada sin pretender que la nueva es-
tructura haga desaparecer a la anterior, o por el 
contrario, provocando una pura colisión; el refina-
miento de esta intervención está en el superpoder 
con toda su contundencia, con todo el rigor, el nue-
vo modelo al edificio existente, evidentemente mo-
dificándolo, cambiándole el sentido pero sin ani-
quilarlo, sin negarlo del todo. 
Lo que interesa sobretOdo es ver en este 
ejemplo una manera de intervención extraordina-
riamente potente que se produce en un cruce de 
problemas. Por un lado, el problema de la mímesis, 
es decir, el problema de la recreación de una arqui-
tectura que es llamada en auxilio de la nueva opera-
ción. Esta es la arquitectura clásica, como un gran 
bloque unitario, que es citada a través del tema de la 
cúpula, de la fachada interpretada como un arco 
triunfal, etc. Pero, por otra parte, es necesario ver 
la operación creativa concreta, la traducción de una 
manera determinada de esta operación mimética, en 
el momento en que estO se ha de producir sobre una 
realidad previamente existente. Digamos que nos 
encontramos ante un tipo de intervención que se 
produce desde la seguridad ele un nuevo lenguaje. 
De un lenguaje que se presenta como absolutamen-
te cerrado en sí mismo, que tiene su propio sistema 
connotativo, que tiene su propia sintaxis, pero que 
en el momento de intervenir no interviene en el va-
cío sino que interviene sobre las arquitecturas de 
una ciudad existente con el fin de someterlas y sub-
sumirlas en este proyecto unitario que la arquitec-
tura del Clasicismo comporta. 
Me parece que el problema general que en 
la arquitectura del Clasicismo y en su intervención 
sobre los edificios s~ plantea es la de una interven-
ción hecha desde la seguridad y desde la congruen-
cia de un proyecto bastante definido como para sa-
ber qué objetivos se propone. Evidentemente esto 
se puede decir de una manera máximamente radical 
en ejemplos como el citado, mientras que segura-
mente la historia del Clasicismo nos ofrecerá un 
conjunto de situaciones más diversificadas que 
ésta, que quizás debería considerarse como una si-
tuación límite. No sólo los casos como el de esta in-
tervención tan contundente y casi, diríamos, tan 
tOtalitaria de la nueva estructura sobre la vieja, sino 
también las situaciones de mayor contaminación, 
las situaciones de hibridez, por así decirlo, que se 
producen en ejemplos contemporáneos o posterio-
res, en los cuales el diálogo con el gótico es un diá-
logo mucho menos acaparador, mucho menos po-
tente, llegando en algunos proyectos a dejarse pe-
netrar por la vieja estructura de una manera más 
fuerte. Todo este diálogo, sin embargo, se produce 
siempre desde una postura que tiene un universo y 
unos objetivos definidos, que son la construcción 
de una ciudad homogénea. Así, el objetivo propio 
de la operación renacentista nos definiría un primer 
mecanismo en el cual la arquitectura es un instru-
mento de intervención que tiene en sí mismo su 
propia congruencia, encarándose y debatiéndose 
contra las estructuras existentes, pero no para res-
petarlas en su diversidad, sino para subsumirlas en 
un proyecto de ciudad que ha de tener una unidad 
propia. Evidentemente, éste es el momento arqui-
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tectónico por excelencia en la medida en que la nue-
va arquitectura, la nuova maniera tiene todas las 
posibilidades, tiene tOda la potencia y toda la segu-
ridad, al menos hasta que las dudas manieristas o las 
angustias barrocas vengan a complicar las cosas. La 
arquitectura tiene toda la seguridad de un proyecto 
establecido en un principio y que en cualquier caso 
se permite dialogar más o menos co·n lo existente 
pero sin renunciar nunca a la unidad de este proyec-
to con el cual se encara a la ciudad gótica. 
Ona situación absolutamente diferente, en 
cambio, es la situación que nos ofrece el momento 
en el que la intervención se convierte en restaura-
ción. En su definición de lo que es la restauración, 
Viollet-le-Duc compara el problema de la restaura-
ción con el desarrollo que en su tiempo tenían las 
ciencias positivas como la anatomía comparada, la 
lingüística, la antropología, la geología, la arqueo-
logía; todas ellas son para Viollet trabajos de disec-
ción de diferentes áreas de la realidad con el fin de 
clasificarlas y ordenar el conocimiento a partir de 
operaciones de taxonomía, es decir, clasificación 
morfológica. También la arquitectura tiene la posi-
bilidad de realizar operaciones similares a través del 
conocimientO positivo de su pasado. Pensamos que 
detrás del pensamiento de Viollet hay todo el hege-
lianismo que en la cultura del positivismo del siglo 
XIX significa entender la historicidad de toda la 
realidad y la posibilidad de entender sólo histórica-
mente esta realidad. 
¿Cómo se plantea entonces la relación con 
los edificios previamente existentes? No se plantea 
desde la seguridad de un proyecto previamente es-
tablecido, sino desde la neutralidad del plantea-
miento positivo; es decir, desde la polivalencia, 
desde la multiplicidad de las lógicas internas que 
este conocimiento positivo de las arquitecturas del 
pasado ofrece. Según Viollet, nuestra relación con 
los monumentos de la antigüedad o con cualquier 
edificio existente, ha de partir de una operación ló-
gica que entienda su propio discurso. No un dis-
curso que se le pueda imponer desde el exterior 
sino, al contrario, que sea el resultado de escuchar 
la voz que en una determinada arquitectura se en-
cuentra materializada. La intervención en el edifi-
cio desde el concepto de restauración se produciría 
no como una invasión a partir de un proyecto pre-
viamente establecido, como el que era propio de la 
intervención renacentista, sino que se partiría de 
una especie de suspensión previa a todo juicio, de 
una situación de neutralidad absoluta del arquitecto 
respecto al edificio existente para que el edificio se 
manifestara por sí mismo y hablara desde su propia 
lógica. Este sería el camino, el método, para alcan-
zar una justa posibilidad de sacar el máximo partido 
de cualquier edificio previamente existente. Como 
se sabe, Viollet dice aquello que tanto ha irritado a 
los restauradores posteriores: que la restauración 
propiamente no es limpiar el edificio o volverlo a 
hacer tal como era, sino en cualquier caso acabarlo 
de hacer tal como debería haber sido. El problema 
de la restauración para Viollet no es tanto un pro-
blema de fidelidad histOriográfica, con el fin de vol-
ver a colocar las piedras donde estaban o de acabar 
el proyecto tal como se había proyectado, sino de 
dejar que el edificio desde su propia lógica, la lógica 
de estilo, se acabe a sí mismo, manifieste su con-
gruencia interna a través de una operación de resti-
tución de aquella transparencia interna que los esti-
los comportan o han comportado en el transcurso 
del tiempo. 
Esta concepción, a pesar de los abusos y las 
posibilidades de arquitecturas pastiche que ha pro-
ducido, tiene un elemento enormemente interesante 
que es el de la introducción de la cultura positiva y el 
de la comprensión de que el edificio existente tiene 
ya por sí mismo una lógica y que lo que conviene es 
dejar hablar a esta propia lógica sin intentar super-
poner un discurso diferente. En cualquier caso, los 
problemas que se plantean en la restauración serán 
los del conflicto cuando se trate de edificios que son 
simultáneamente cosas diversas, porque entonces 
será preciso averiguar y decidir cuál es la estructura 
dominante, cuál es la matriz fundamental sobre la 
que se levanta el edificio, para prescindir de aque-
llas cosas que serían sobrevenidas o secundarias, 
quedándonos pues con la ley interna más potente, 
que sería la que tendría que dominar la operación 
de restauración. . 
Restauración, por lo tanto, en este momen-
to es todo lo contrario de la intervención activa del 
arquitecto; es dejar hablar al edificio por sí mismo y 
creer que en e! edificio ya hay una lógica que de al-
gún modo tiene una potencia su posibilidad de ter-
minación y plenitud. Evidentemente, ésta es la actiC 
tud desarmada que la estética hegeliana caracterizó 
justamente como de! fin del arte como producto 
creativo de! espíritu. Si Hege! había hablado de la 
muerte del arte como una característica de la mo-
dernidad, de alguna manera Viollet sería el mejor 
testimonio de ello en la medida en que, más que de 
una operación de creación artística, o de nueva 
aportación arquitectónica, de lo que se trataría en la 
restauración sería de hacer de comadrona del pro-
pio edificio diga lo que lleva dentro y, por lo tanto, 
una operación fundamentalmente técnica, más que 
creativa; una operación puramente de ayuda, de 
clarificación, de distinción, un trabajo analítico 
para que el edificio hable por sí mismo y de alguna 
manera él solo explique cómo acabarlo. Esta, repi-
to, es una condición de todas maneras enormemen-
te significativa de la distancia y de la dificultad en 
que puede hablarse aún de creación arquitectónica. 
Porque aquí la creación arquitectónica se retira 
como tal creación, no ofrece una contapropuesta 
sino que, al contrario, se ofrece sólo como una po-
sibilidad técnica para desarrollar lo que ya existe 
previamente. Es la angustia histórica ante la impo-
sibilidad de disponer de un programa colectivo 
vehiculado a través de la arquitectura, y que la justi-
fique, lo que en este caso hace de la restauración 
una facultad puramente técnica. 
Pero es curioso que casi simultáneamente o 
con poca frecuencia en el tiempo asistimos a un 
planteamiento aún más dificultoso o más angustio-
samente distante respecto a toda posible interven-
ción activa en el edificio con los planteamientos de 
un contemporáneo de Viollet que es John Ruskin. 
La actitud de Ruskin significa ya no sólo la nega-
ción de que haya una contrapropuesta con la que 
enfrentarse al edificio existente, sino incluso la ne-
gación de cualquier acción como una acción positi-
va frente a los edificios existentes. La obra de arte es 
una obra intangible y es una supervivencia de un 
gran naufragio que debe preservarse de la mejor 
manera posible. Nada hay que hacer ni para com-
pletarla, ni para mejorarla, ni para ponerla de mani-
fiesto. Lo único que es posible es guardar sus restos, 
guardarlos hasta que sobrevivan, pero en absoluto 
tocarlos ni intentar prolongar su vida más allá de lo 
que sus propias fuerzas puedan ofrecer. 
El planteamiento de Ruskin es enorme-
mente importante porque tal como explicaré segui-
damente es el que ha marcado con más fuerza la 
concepción de la intervención arquitectónica en los 
tiempos contemporáneos. 
La obra de arte se presenta como un vesti-
gio de un momento en que la creación artística aún 
existía. En lo que Viollet y Ruskin coincidieron se-
ría en la lucidez de saber que el tiempo de la crea-
ción artística es un tiempo periclitado, y con esto 
ambos serían profundamente hegelianos. Pero lo 
que en un caso se necesitaría sería una especie de 
forceps, una ayuda para que lo que aún quedara de 
aquella creación acabara fructificando, mientras 
que en el otro caso ya no es un forceps sino más 
bien un preservativo-es decir, algo que únicamente 
evite la destrucción de los gérmenes que puedan 
quedar de aquella obra de arte que la historia ha he-
cho llegar hasta nosotros -es lo que debe instru-
mentalizarse. 
Estos dos planteamientos que pueden pare-
cer ideológicos o muy generales, tienen en realidad 
traducciones muy concretas en la formulación de la 
teoría de la conservación de los edificios históricos 
tal como desde finales del siglo pasado se ha enten-
dido en la cultura arquitectónica. La formulación 
de la teoría de la conservación es en realidad un pro-
ceso que arranca de la confluencia entre las ense-
ñanzas violletianas y las enseñanzas ruskinianas, es 
decir, de las teorías de la restaur'ación y de las teo-
rías de la preservación, con el fin de llegar a la for-
mulación de los criterios con los cuales la cultura 
más o menos oficial de nuestro siglo ha entendido 
que era necesario afrontarse a los edificios históri-
cos existentes. 
¿Cómo se ha formulado la teoría de la con-
servación tal como nos llega a nosotros y tal como 
hoy los organismos internacionales para estas cues-
tiones lo plantean aún? Fundamentalemente a tra-
vés de la formulación de unas escolásticas de la va-
loración de los edificios del pasado, a través del 
concepto de conservación como concepto central. 
A finales del siglo pasado Camilo Boito, 
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primer especialista en estas cuestiones, que formula 
una síntesis entre las posibilidade que el viollentis-
mo y e! ruskinianismo ofrecían, define el código 
para la restauración que fundamentalmente afirma 
lo siguiente: por un lado, debe preferirse, en princi-
pio, la conservación a cualquier operación más 
compleja, es decir, que'en los edificios histórios son 
preferibles siempre las operaciones más sencillas o 
las operaciones más complejas; de manera que si es 
posible, para decirlo de manera caricaturesca, una 
simple repintada, que no se hagan obras; y si es 
necesario hacer obras debe evitarse, si se puede, 
que sean de estructura; y si lo son que afecten lo 
menos posible a las componentes más generales, 
etc. etc. Es decir, la ley de la mínima intervención 
en e! edificio como primer criterio de conservación. 
Un segundo criterio será e! de conservar no sólo la 
matriz esencial del edificio, y con esto se separa cla-
ramente de las doctrinas de Viollet, sino que debe 
conservarse todas las aportaciones que tengan una 
mínima consistencia a lo largo de la historia de! edi-
ficio. En tercer lugar, y ésta es la manifestación de 
esta inseguridad ante la historia del propio edificio, 
toda nueva intervención si ha de producirse tiene 
que ser absolutamente neutra respecto al edificio 
existente. Deberá ser diferenciada para que se note 
que ha sido una intervención a posteriori y por lo 
tanto deberá hacerse con materiales diferentes, con 
texturas diferentes, con todos los recursos que per-
mitan, en principio, diferenciar absolutamente lo 
que sean nuevas aportaciones al edificio de lo que 
sea su existencia anterior. 
De estas características se deriva posterior-
mente una escuela, fundameqtalmente en Italia, es-
pecializada para la conservación y que será la que 
tendrá un peso decisivo cuando, en el año 1931 se 
formule la Carta de Atenas, dedicada al problema 
de los edificios históricos. En este documento se re-
petirán bastante exactamente los argumentos de 
Boito añadiendo, quizás, otra cuestión que es la de 
cómo se compagina e! problema de la conservación 
de los edificios existentes respecto a dos cuestiones 
importantes. Una respecto a las nuevas tecnolo-
gías; la respuesta a este punto es la siguiente: las 
nuevas tecnologías son útiles siempre y cuando sir-
van para mantener el carácter del edificio existente 
y siempre y cuando no alteren, no adulteren, este 
carácter previamente existente, lo cual significa 
que, en principio, si más o menos a escondidas los 
pilares que eran de piedra pueden ser de hormigón, 
no hay ningún problema; si más o menos a escondi-
das se pueden pasar los tubos de una calefacción, no 
hay ningún problema; si más o menos a escondidas 
se pueden sustituir las piedras por piedras artificia-
les, tampoco hay ningún problema, pero eso siem-
pre y cuando estas modificaciones técnicas de la es-
tructura de hormigón o de las instalaciones más so-
fisticadas, o de la piedra no alteren el "carácter". La 
segunda característica nueva de la Carta de Atenas 
de! 1931 respecto a las primeras formulaciones de 
Boito sería la de! tema del contorno. En realidad el 
edificio no es tal ediJicio solitario, sino que es un ar-
tefacto colocado en un contorno. El edificio pro-
piamente no es una arquitectura sino que es parte 
de un "ambiente" y lo que debe preservar, lo que 
debe conservar no es propiamente los edificios sino 
los "ambientes". Como sabemos, esto tiene un ori-
gen bastante bien definido que es el del urbanismo 
historicista, especialmente el de Camilo Sitte. Por 
otra parte, Giovanoni, que fue de los que tuvieron 
un peso más decisivo en la elaboración de la Carta 
de Atenas, era un defensor acérrimo del urbanismo 
historicista como instrumento imprescindible en la 
formulación de una teoría, que se denominó "cien-
tífica", de la conservación. Según este principio, e! 
edificio queda desdibujado en su perfil y queda in-
cluido en un ámbito más amplio que es el del con-
torno, de manera que lo que se plantea entonces ló-
gicamente es la permanencia de estos contornos. 
Esta es una doctrina que se ha transforma-
do modernamente en un estereotipo y que, enun-
ciada en la Carta de Atenas, fue recogida casi sin 
cambios sustanciales en e! texto de Venecia de 1964. 
Efectivamente en la llamada Carta de Venecia del 
año 1964 de la conservación, hay diversas cosas sig-
nificativas. Primera, que e! término restauración 
procedente de Viollet desaparece definitivamente y 
en cambio toma más y más importancia e! concepto 
de conservación. La segunda cosa es que esta con-
servación se hace finalmente conservación del am-
biente y que de lo que se trata es de mantener, de 
conservar los ambientes en su totalidad y por 'lo 
tanto de no modificar, no sólo ya las grandes arqui-
tecturas, sino también las arquitecturas menores 
que se consideran componentes tan necesarios 
como los otros del ambiente total. Evidentemente 
esto significa cambios muy importantes en las ma-
neras de intervenir, porque significa que en absolu-
to puede avanzarse hacia el aislamiento del edificio 
singular o del monumento, sino que casi es necesa-
rio conservar las áreas completas en su intangible 
forma tal como se presentan históricamente. Toda 
idea de intervención que tienda a cambiar esto es, 
en principio, una idea tremendamente peligrosa. 
¿A qué situación hemos llegado hoya par-
tir de todo esto ? Yo creo que hemos llegado a una 
situación absolutamente inviable en las actitudes de 
conservación. Debe señalarse que seguramente una 
dificultad grave, pero también un alivio, ha dado 
posibilidades de subsistir a los conservadores: la 
ausencia de planteamientos explícitos en el Movi-
miento Moderno respecto a estos problemas. El 
origen debe buscarse en la historicidad del Movi-
miento Moderno. En la medida en que el Movi-
miento Moderno era insensible al discurso históri-
co, la vanguardia arquitectónica del siglo XX se 
presenta como absolutamente impermeable a estos 
problemas. Puede hacerse el ejercicio de pensar en 
los grandes personajes de la arquitectura del Movi-
miento Moderno y advertir hasta qué punto han di-
cho muy pocas cosas respecto a este problema o, en 
cualquier caso, las que han dicho han sido tremen-
damente distantes. Esto seguramente ha dado más 
larga vida a la actitud de la conservación y, por otra 
parte, las políticas respecto al patrimonio arquitec-
tónico que se están llevando a cabo por toda Euro-
pa, en realidad, están dominadas por los estereoti-
pos de la conservación. En principio la literatura de 
los periódicos, las preocupaciones que se expresan 
en los congresos de especialistas, las políticas ofi-
ciales de los Monumentos Históricos o de nuestras 
Bellas Artes, etc., tienden a ser exactamente la tra-' 
ducción práctica, administrativamente organizada, 
de políticas de conservación sobre los patrimonios 
arquitectónicos existentes. Que esto en realidad son 
políticas de intervención importantes es evidente. 
Si comparamos la Carta de Atenas del 31 
con la Carta de Venecia del 64, seguramente una de 
las novedades de la segunda respecto a la primera, 
quizás la más importante, es la idea de la reutiliza-
ción como una política que debe ponerse en funcio-
namiento. En realidad, esto no es más que una con-
secuencia lógica de los planteamientos anteriores, 
porque a la idea de conservación para evitar que se 
produzca la degradación. Justamente porque se tie-
ne una concepción conservativa de la arquitectura 
histórica, conviene de alguna manera inyectarle 
como sea mecanismos de reanimación para que no 
se produzcan procesos de degradación. En ellími-
te, desde el punto de vista arquitectónico, opera-
ciones como la de Bolonia serían operaciones de 
este tipo (la del centro histórico), ya que no encon-
tramos otra cosa que una potentísima operación de 
reanimación, concebida con un concepto de arqui-
tectura, absolutamente de conservación, de apun-
talar por dentro el esqueleto de los edificios, de 
mantener en principio las apariciencias o el ambien-
te o el contorno de los conjuntos sin proponer, en 
cambio, operaciones más decididas o más predeter-
minadas_ respecto al patrimonio existente. 
Pero esto, ¿adonde ha llevado? Ha llevado 
a U:1a cosa bastante dramática, que es un comercio, 
una manipulación, un desorden sobre las arquitec-
turas históricas hechas con ausencia absoluta de 
todo criterio de arquitectura. En realidad los conser-
vadores se presentan como especialistas, lo que re-
presenta un primer motivo de sospecha, y se desta-
can del trabajo de la arquitectura sin más, y por 
otro lado se plantean, se presentan como tales espe-
cialistas en nombre de una especie de especializa-
ción que no tiene un cuerpo teórico mínimamente 
sólido. Puede hacerse la prueba de coger cualquier 
libro de los que hablan de restauración y darse 
cuenta de su absoluta inconciencia; de que son po-
bres manuales de arquitectura para uso especializa-
do de los restauradores sin otro contenido específi-
co que el de ser una versión simplificada de los pro-
blemas genéricos de la arquitectura. Por otra parte, 
digamos, tampoco la actitud de los conservadores 
introduce criterios de intervención que no sean los 
del puro mantenimiento, que en realidad es la pos-
tura menos arquitectónica que pueda llegar a imagi-
narse. 
Me parece que el problema en el que nos 
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encontramos en la actualidad es el de repensar 
nuestra relación con los edificos históricos. Es pre-
ciso' pasar de una actitud en el fondo evasiva y cada 
vez más distante, propia de la protección-conserva-
ción, a una actitud de intervención proyectual. Me 
parece que lo que debe hacerse es reconsiderar si no 
hay una manera específicamente arquitectónica, y 
arquitectónica sin adjetivos, de enfrentarse con la 
arquitectura histórica y de responder ante ésta a 
partir de incorporarla a un proyecto de futuro con 
una mínima congruencia. Seguramente con esto, la 
enseñanza de las situaciones anteriores es suficien-
temente clarificadora. En el momento clásico se 
ponía de manifiesto cual era esta actitud proyectual 
previa que se enfrenta con el edificio sin necesidad 
de ayudas externas y con la seguridad de que los 
instrumentos de la arquitectura pueden dar res-
puestas. La cultura positiva nos ponía de manifies-
to, en '2ambio, las posibilidades de que el conoci-
miento científico y codificado que la historia de la 
arquitectura hoy nos ofrece, nos permite también 
enfrentarnos, no de un modo ingenuo, ni tampoco 
míticamente como en la arquitectura del Clasicis-
mo, sino desde un conocimiento preciso del arte-
facto arquitectónico existente. Me parece que al re-
pensar el problema de la intervención en el patri-
monio arquitectónico, en absoluto podemos consi-
derar aquel primer momento clásico y el segundo 
momento positivo como componentes mútumente 
excluyentes, sino al contrario, como dos momentos 
que tienen lecciones diferentes a darnos. Me parece 
que si debe formularse hoy alguna orientación en el 
tema de la intervención convendría hacerlo bajo es-
tas dos coordenadas. Por un lado, una primera 
coordenada que es que los problemas de interven-
ción en la arquitectura histórica son, primera y fun-
damentalmente, problemas de arquitectura y en 
este sentido la lección de la arquitectura del pasado 
es un diálogo desde la arquitectura del presente y 
no desde posturas defensivas, preservativas, etc. La 
segunda lección sería la lección del positivismo 
post-hegeliano: sería la lección de entender que el 
edificio tiene capacidad para expresarse y que los 
problemas de intervención en la arquitectura histó-
rica no son problemas abstractos ni problemas que 
puedan ser formulados de una vez por todas, sino 
que se plantean como problemas concretos sobre 
estructuras concretas. Quizás por ello, dejar hablar 
al edificio es aún hoy la primera actitud responsable 
y lúcida ante un problema de restauración. 
Ignasi SOLA-MORALES. 
TRES PLANES DE 
REFOMA INTERIOR 
Pág. 38 
La aprobación de tres avances del Plan pa~a 
los núcleos de Gerona, Lérida y Tarragona es una 
magnífica ocasión para poner sobre la mesa un tema 
que, a pesar de haberse debatido intensamente, no 
se puede considerar zanjado. 
El papel central del casco antiguo de Lérida 
frente al periférico de los otros dos, o la baja calidad 
del stock edificable de los de Lérida y Tarragona, 
frente a la "monumentalidad" del de Gerona son, 
entre otros temas, los que hacen que cada plan ten-
ga características muy diversas. 
Pero, los tres planes tienen en común una 
propuesta muy "arquitecturada", seguramente 
para dejar en claro su voluntad ejecutiva, y, tomar 
del proyecto arquitectónico lo que dibuja el futuro 
más inmediato. 
Los tres, además, representan una opción 
de lo que es posible, en el límite de lo oportuno, 
buscando dar sentido a lo que se puede hacer y lo 
que puede significar para el conjunto. Es aquí don-
de se encuentra la clave de cada Plan, donde cada 
opción podría haber sido accidental y ahora se 
quiere que sea indecisa y multiplicadora. 
Básicamente el Pla de Girona se puede en-
tender como una respuesta a la forma usual de res-
taurar y, sob'te todo; una.propuesta de uso, para un 
conjunto de suelos, muchos de ellos públicos, que 
estaban espectantes. Es, pues, un ejercicio sobre la 
forma de la arquitectura monumental y una investi-
gación de las invariantes secuenciales de la fachada 
edificada. 
El de Lérida es una estrategia para reforzar 
el centro, a partir de darle continuidad y ligazón 
con su ensanche y de calidad interna para conquis-
tar la antigua Seo. 
La ruptura del cinturón de circulación, 
cambiando la sección de las Rondas~ y, la construc-
ción de un ascensor son las dos piezas clave de una 
política que confía, sobretodo, en los temas de ac-
cesibilidad y diseño del espacio público para asumir 
sus objetivos. 
El de Tarragona es un Plan higienista, un 
proyecto arquitectónico de reformas. Se ocupa de 
la manzana de casas, considerando cada edificio, 
cada habitación como parte de un conjunto del que 
hay que eliminar todos aquellos elementos que 
estropean más las otras partes. Estas coinciden casi 
siempre con los añadidos más modernos y son una 
constatación del proceso de degradación de los úl ti-
mos tiempos y no de una voluntad historicista. 
En cualquier caso, hay dos rasgos que son 
comunes a todos, por un lado la importancia que 
tiene el reconocimiento de qué es cada núcleo, más 
allá de lo que podría parecer necesario para el pla-
neamiento -seguramente por el valor emblemático 
que tiene esta parte de la ciudad- y por otro lado, el 
peso de! estudio sobre la residencia y el poco crédi-
to que e! planeamiento tiene en su capacidad de in-
tervención. 
El interés de Quaderns en este caso, es 
aprovecharse de las diferencias entre los Planes para 
enriquecer el debate, aunque esto no agote, ni mu-
cho menos, todos los matices de cada trabajo y de-
jar constancia sí de cual es e! estado de la cuestión 
aquí y ahora en Cataluña. 
Ricard PIE. . 
EDWIN LUTYENS 
Pág. 56 
En 1901, Allison Smithson sitúa e! princi-
pio de la decadencia d'Edwin Lutyens. Mashcourt, 
levantada en el año treinta y dos de la vida de! arqui-
tecto es, para la Smithson, en su artículo "The res-
ponsability of Lutyens" de 1969, el inicio del giro 
clasicista que "responsabilizará" A E.L. de buena 
parte de la arquitectura inglesa reaccionaria del pre-
sente siglo: El Lutyens "sincero", "country", ver-
nacular, que con Voysey o Mackintosh es conside-
rado por ella como lo culturalmente positivo, desa-
parece así prematuramente. 
Quizá una nueva mirada hoya a obra de 
Lutyens propiciada por la presente antología de su 
experiencia española no nos hará difícil constatar 
que buena parte de sus propuestas permanecen 
"antes" y "después" de 1901 y, prácticamente, a lo 
largo de toda su fecunda vida. 
Sin fijarnos solamente en e! vocabulario es-
cogido, veremos como Lutyens acentuará progre-
sivamente el carácter y la forma de cada uno de los 
recintos de! edificio, haciendo de las transiciones 
entre estos espacios tan diferenciados un tema cen-
tral de su arquitectura. Es el camino inverso al de 
otro arquitecto exactamente de su misma edad, que 
también arrancó al mismo tiempo de la arquitectura 
vernácula y de la herencia académica, e igualmente 
especializado en la residencia aislada: Wright, que 
apreció muchísimo la obra de Lutyens, buscará 
siempre una más gran fluidez entre espacios allí 
donde Lutyens procurará aislarlos. (Comparad, 
no obstante, un primerísimo Wright con e! Papi-
Ilon Hall). 
En España Lutyens, substituyendo el 
"Wrennaissance", por e! pseudoplateresco, no deja 
de ser Lutyens. En los artículos siguientes, pode-
mos, además de estudiar e! curioso anecdotario que 
recogen, descubrir a Lutyens en la tensión entre or-
den y laberinto de! Guadalperal o en el contraste y 
la equívoca inclusión de espacios en la Capilla y la 
escala del Palacio de Liria. 
Tiene razón Peter Smithson cuando en la 
misma publicación citada se lamenta de que Lut-
yens malgastará su talento en "arquitecturas muer-
tas". Añadiríamos que todavía le quedan para obse-
quiamos, detrás de capiteles o baldaquines, con 
una de las arquitecturas más sugerentes del siglo. 
EduardBRU. 
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LUTYENS AND SPAIN 
Pág. 59 
En el siglo XIX España era menos familiar 
a los arquitectos ingleses que otras países de Euro-
pa. La arquitectura gótica española fue presentada a 
los lectores ingleses en el libro Gothic Architecture 
in Spain (Arquitectura gótica en España), por e! re-
vivalista gótico G.E. Street, publicado en 1865, 
pero e! conocimiento de la arquitectura española 
de! Renacimiento sólo llegó con la publicación de 
Renaissance Architectura and Ornament in Spain, 
por Andrew N. Prentice, en 1893. Las ilustra-
ciones del libro de Prentice eran dibujos mesurados 
del Plateresco, que gustaron mucho a los arquitec-
tos británicos, los cuales estaban descubriendo en 
aquel momento su misma tradición nacional y clá-
sica. Como consecuencia, e! trabajo en hierro y las 
rejas fueron muy imitados y la arquitectura españo-
la llegó a ejercer una poderosa influencia en la ima-
ginación de los arquitectos británicos de principios 
del siglo XX. El Gótico tardío español inspiró a Sir 
Giles Scott en su diseño para la catedral de Liver-
pool, mientras la influencia de! Renacimiento espa-
ñol se puede apreciar en la obra de! arquitecto in-
glés més importante de su generación, Sir Edwin 
Lutyens (1869-1944). 
Al principio de su carrera, era talla influen-
cia de! renacimiento español, que Lutyens fue cita-
do en e! libro de Prentice. Hizo un buen uso de él 
cuando diseño la divisioria colgante de metal del 
coro, realizada por Starkie Gardner en 1897-99, 
que se encuentra en la iglesia de Busbridge, cerca de 
Munstead, en el centro de aquella parte de Surrey 
donde Lutyens construyó la mayoría de sus prime-
ras casas románticas de provincia. Es obvio que le 
gustava el plateresco, no sólo por sus detalles deco-
rativos sino también por el contraste entre la orna-
mentación concentrada y las superficies de paredes 
desnudas, y es probable que los arcos de herradura 
con extradoses excesivamente amplios en sus casas 
de 1890 tengan origen español. De hecho, Lutyens, 
no sólo pudo ver edificios españoles de primera 
mano sino que también pudo trabajar en España a 
la manera española. No fue e! primer arquitecto in-
glés que lo hizo. R. Selden Wornum (1847-1910) 
proyectó "Miramar" en San Sebastián para la Reina 
Regente en los últimos años de la década de 1880 y 
"Las Fraguas", en Santander, para el Duque de 
Santo Mauro, en 1899. Los clientes españoles de 
Lutyens eran casi tan importantes como éstos, aun-
que poca cosa de lo que proyectó fue realizado, 
pero sus proyectos y sus opiniones sobre España y 
la arquitectura española son de gran interés. 
Lutyens fue invitado a venir a España por 
primera vez en 1915 por el Duque de Peñaranda de 
Duero, a quien había conocido en Ashby Sto Led-
gers, Northamtonshire, donde había trabajado 
para Lord Wimborne. Peñaranda quería que Lut-
yens le proyectara una casa para construirla en su 
finca, cerca de El Gordo en el río Tajo, al Oeste de 
Toledo. Lutyens quedó encantado con e! encargo 
ya que Gran Bretaña estaba en guerra, en Inglaterra 
había poco trabajo y una visita a España sería un di-
choso e'1treacto en la triste vida de su país. En sus 
primeras dos visitas, en octubre de 1915 Y en no-
viembre de 1916, utilizó a España como primera es-
cala de la visita que en invierno de cada año hacia a 
la India para inspeccionar las obras de construcción 
de Nueva Delhi; y en la segunda ocasión el barco 
que tomó en Algeciras fue bombardeado en el Me-
diterráneo por un submarino alemán durante una 
hora y cuarenta minutos. Evidentemente a Lutyens 
le gustaba España, porque volvió otras veces -en 
enero de 1918, en febrero de 1919, en diciembre de 
1925 y en noviembre de 1926. Su última visita fue 
en junio de 1934. España pudo haber tenido para 
Lutyens también un carácter romántico a causa de 
su amistad con Lady Sackville, que conoció en 1916 
y que era hija ilegítima de Pepita, una bailarina es-
pañola, y de un anterior Lord Sackville. 
Lutyens conoció en Inglaterra a Peñaranda 
el 15 de septiembre de 1915 Y después fue a Madrid 
via París. Esta primera visita es la mejor documen-
tada ya que describió el viaje con gran detalle en 
cartas a su mujer, Lady Emily Lutyens, y, al en-
contrar una España que había cambiado mucho, 
merece la pena citarlo con una cierta extensión. En 
Madrid, Lutyens vivió en e! Palacio de Liria, pro-
piedad de! hermano mayor de Peñaranda, D. Jaco-
bo, X Duque de Alba de Tormes y -a pesar de no 
estar reconocido en Inglaterra! XVII Duque de 
Berwick-, que había sido educado en Inglaterra y 
con el cual establecieron una gran amistad. "Peña-
randa es una persona encantadora, con 33 años, jo-
ven, sencillo y a la vez simpático, lleno de alegría y 
vitalidad. Alba (su hermano) es grande de España 
trece veces, y por ello podría sentarse en 13 asientos 
en el Senado si tuviera suficientes posaderas. Como 
solamente tiene unas, prefiere su lugar en la Cáma-
ra de Diputados. Me regaló un jamón, que yo rega-
laré al virrey de la India ... Peñaranda piensa empe-
zar la construcción después de la guerra pero hay 
tanto que preparar antes -las plantas- encontrar 
agua - construir cabañas para los trabajadores, etc., 
que de ninguna manera podríamos empezar hasta 
dentro de un año o más ... He trabajado en la nueva 
casa pasando mis dibujos a escala métrica. " 
Además de trabajar en dibujos para un so-
lar que todavía no había visto, Lutyens visitó Ma-
drid y quedó impresionado por sus pinturas y por 
su arquitectura. El Escorial "es un gran palacio, 
muy simple y no una construcción fraudulenta 
como nuestro gobierno quiere hoy. Dutch Repu-
blic" de Montley me ayudó a ver el poder del cual él 
era el centro; los jardines muy agradables, parterres 
de boj recortados, muros de piedra con hornacinas 
y gravilla en el suelo. " Después viajó hacia el Sur 
con Peñaranda, parándose primero en Toledo, alo-
jándose en la casa del cuñado del Duque, el Duque 
de Santoña, en Ventosilla, y finalmente siguiendo 
una carretera horrible hasta la finca El Gordo. 
Lutyens escribió una carta de doce páginas 
a su esposa, con fecha 27 de octubre de 1915. "De-
jamos Madrid el miércoles por la mañana en el 
Rolls Royce, Peñaranda, el yerno de Santoña y yo. 
Llegamos a Toledo a la hora de comer -vimos, an-
tes de entrar en la ciudad, un magnífico hospital 
con un patio doble con su vía central que conducía a 
una gran iglesia, bajo el cimborio de la cual yace un 
cardenal en mármol en un gran cenotafio en már-
mol También, admirable y a gran escala ... Visita-
mos el gran palacio que coronaba la colina donde 
Toledo está construido. Otros edificios con uno o 
más patios. También visitamos la Catedral donde el 
decadente poder pone todo su peso encima de Es-
paña y dónde está reflejado en un peso real -el de 
los curas gordos. El edificio no puede ser compara-
do con las catedrales nórdicas -Chartres, West-
minster, etc.- pero su riqueza y su elaboración son, 
sin duda impresionantes. Las grandes vidrieras de 
color y la maravillosa profusión de heráldica en 
parte escondida por enormes retablos dorados, y 
ante ellas hay grandes rejas de hierro y más rejas se-
parando el coro. Piedras preciosas, mármoles, ma-
deras incrustadas, talla; Grandes libros iluminados 
que dos hombres no pueden sostener. Cada gene-
ración ha ido añadiendo algo sobre las elabora-
ciones de la anterior y construyendo un templo 
tan sombrío, tan misterioso, que no podemos de-
jar de pensar, con tristeza en el pueblo misera-
ble". 
"El tesoro esta lleno de oro, de plata -las 
cruces alzadas en las batallas contra los moros. Pie-
dras preciosas, -pero poca cosa que a uno le gustara 
poseer. Una virgen bizantina con el niño de plata, 
que más parece un acróbata haciendo una voltereta 
para ganar el favor de Santa María. Los vestidos -
una habitación llena- en vitrinas, y antiguas bande-
ras de guerra -objetos maravillosos. La iglesia llena 
de tumbas, hacinadas con altares. Cada altar prote-
gido por una reja española -alguna de ellas de plata-
aunque muchas han sido pintadas en negro para es-
conderlas de los franceses que saquearon la mayor 
parte de los edificios de por aquí durante las guerras 
Peninsulares. Pero, ¡cuánto fue dejado atrás aún!" 
Sigue después una valoración de la arqui-
tectura española que seguramente nos habla más de 
Lutyens que de España. Ahora que él ya se había 
alejado de su estilo primitivo romántico vernacular 
hacia edificios más amplios en lo que él llamaba el 
"Gran Juego" -el estilo clásico del reriacimiento. 
"Parece que tuvieron buenos arquitectos y que Fe-
lipe 11 era un purista! Grandes conceptos pero flo-
jos de técnica arquitectónica, y cuando dejan el or-
den dórico -que, a propósito, utilizan con gran ex-
huberancia- a pesar que Lutyens en persona raras 
veces utilizó otro orden, llegan a resultados increi-
bies. Parece que no tuvieron hombres de la catego-
ría de un Mansard el viejo ni de San MicheIe, ni de 
un Wren. Las sinuosidades de sus escaleras se rom-
pen con la elaboración y caen en verdaderos mares 
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de ostentación. " 
"Cada aldea tiene una gran iglesia vacía y 
medio en ruinas, algunas veces 2 ó 3. Monasterios y 
conventos en abundancia y, aquí y allí, un castillo 
moro en un lugar elevado dominando las carreteras 
-¡Oh, las carreteras!- me doy cuenta de la impor-
tancia de la labor de los ingleses en este campo en la 
India. La mano de obra es barata y hay mucha pie-
dra, pero vimos hombres cada 20 kilómetros apro-
ximadamente llenando los surcos producidos por 
los coches al pasar con el polvo de los lados ... En 
dos días destrozamos 3 neumáticos nuevos!" 
Al final del día llegaron a Ventosilla "fui-
mos recibidos en un patio por una multitud de pe-
rros, duques', duquesas, niños y una deliciosa niñe-
ra irlandesa. Una vetusta casa ampliada por su tra-
bajo propio, increiblemente mal construida-gran-
de, confortable y tan inglesa como les fue posible. 
Un suntuoso te y la niñera presidían". El duque y la 
duquesa de Santoña pidieron más tarde a Lutyens 
que les dibujara una nueva casa, pero nunca fue 
construida. "Muchos motores y una deliciosa bate-
ría de criados. Todos cordiales y amigos de la fami-
lia. Cada uno era un anfitrión por sí mismo. Gran-
des hogares en las habitaciones. Habitaciones de 
los chiquillos llenas de juguetes y, ¡ qué juguetes! Y 
cada chico tiene una fornícula cerca de su cama, 
como un altar o capilla, donde hay santos, mártires 
y la Virgen con toda la panoplia de Roma. " 
"Cena. El comedor -una habitación des-
tartalada y una enorme mesa con muchos rostros 
alrededor. Numeros criados. Todo muy diferente 
de como era el palacio de Liria, en Madrid. Al fon-
do de la habitación se encontraba una mesa con 
toda clase de vasos, cafeteras, platos -una exhibi-
ción de plata, tan abigarrada, tan en desorden que 
daba la impresión de que estaban preparando una 
mudanza ... ¡Cenamos a las 9! Abundante comida, 
demasiados platos ... Diapositivas y fotografías en 
general tuvieron éxito con la chiquillería y especial-
mente con el cura, un dormitorio lúgubre·y un 
cuarto de baño todavía más lúgubre me fueron atri-
buídos, en el ala de los invitados. La familia vive en 
una ala separada y todo parece una feliz fiesta infan-
til de la cual Peñaranda forma parte. 
Al día siguiente, jueves, seguimos hacia el 
Gordo, la duquesa, Peñaranda, el cura y yo. La 
gota del duque le impidió venir. Fuimos con un 
enorme Mercedes porque tuvimos que dejar el 
Rolls Royce debido al mal estado de las carreteras 
y, ¡ cómo estaban de mal. .. ! Salimos bajando por un 
camino inacabado por un portal hasta el lugar don-
de Santoña tenía una barcaza para atravesar el Tajo. 
Para mí fue espantoso, porque la corriente era rápi-
da y las amarras finas, la barcaza no llegaba comple-
tamente a la orilla, y el coche no era pequeño: que-
dé aliviado cuando la operación terminó. " (Al año 
siguiente, cuando fue al Guadalperal, Lutyens tuvo 
un accidente en un Rolls Royce y la barcaza se hun-
dió.) 
" ... Algunas casas muy bellas en Torrijos. 
Paramos en Talavera para llenar el depósito de ga-
solina, una Talavera no famosa por la batalla. Las 
calles de la ciudad son mun angostas hechas con pe-
druscos de tamaño de mi cabeza! El automóvil cau-
sa un gran estrépito: chiquillería, perros, hombres 
y mujeres parecen estar todos aliado, encima y de-
bajo de él. Después otra vez al campo, las largas ca-
rreteras mal conservadas con frecuentes cables de 
alta tensión que las atravesaban sostenidos por ra-
quíticos postes. Viñedos, rastrojos de maíz, ace-
bos, también chopos y todos los árboles mal poda-
dos y un desastroso cultivo forestal por todas par-
tes. Un pueblo indolente dominado por el ritual." 
. "Cerca de las dos llegamos a El Gordo. A 
unos 20 kilómetros de El Gordo, vino a nuestro en-
cuentro un guía a caballo, un hombre heroico (sin 
montura) en un buen Rocinante, con un fusil carga-
do y con una gran faja de cuero en el pecho con las 
armas y las iniciales de Peñaranda-C.M. de Conde 
de Montijo- la propiedad era de la princesa Euge-
nia. Dejamos la carretera principal. Yo quedé ali-
viado, pensando que nada podía ser peor que la ca-
rretera principal, pero aquello era un lugar arenoso 
para carros de mulas. A uno y otro lado un precipi-
cio ... Yo iba al lado de Richards, el chofer inglés 
(fue rechazado para la guerra a causa de su corazón, 
pero por la forma como conducía, tenía un corazón 
muy fuerte y una cabeza muy firme). " 
"El Gordo, es un pueblo que tiene 1.200 
habitantes encaramado en una pequeña colina, a 
donde se llegaba subiendo pur una pendiente sin 
pavimentacJOn pero con piedras redondas., Una 
lúgubre iglesia desnuda y dos pequeñas casas -y los 
graneros de Peñaranda- formaban una plazoleta 
donde toda la población estaba reunida -3 mujeres 
principales vestidas de negro, tres alguaciles de ne-
gro, los guardias, el resto de la población vestidos 
de azul, las mujeres con pañuelos amarillos, algu-
nas, pocas, con pañuelos rojos y sin nada en la ca-
beza, los hombres con delantales de cuero, uno en 
cada pierna, y enormes sombreros negros y chiqui-
llería en gran número aclamaban a nuestro grupo. 
Muchos saludos y mucha charla banal. El coche 
para los niños era como la miel para las abejas. " 
"Entramos en la casa principal para comer. 
La miseria pintoresca de la multitud era subrayada 
por tres lacayos del duque con libreas, que habían 
llegado antes para preparar las cosá, no aceptan a 
ningún lacayo de menos de 1,88 Y ningún español 
mide más de 1,53 ... Ocupamos dos casas. Una gran 
habitación de entrada -sin ventanas- pero con 
puertas dobles. Un patio sombrío en verano -una 
cárcel en invierno. A la derecha, una cocina con un 
enorme fuego y techo de bóveda, delante cuatro 
peldaños y un apartamento de 3 habitaciones. Las 
ventanas muy primitivas. Grandes contraventanas 
divididas en pequeños paños y el cristal fuera -todo 
metido en 'un marco y sin cortinas. A la izquierda, 
un dormitorio para la duquesa, a la derecha para 
Peñaranda. Ninguna instalación sanitaria, ninguna 
chimenea y moscas por todas partes ... " 
" ... más tarde fuimos a la finca con el fin de 
encontrar un lugar para la casa. La duquesa en el ca-
ballo del prestamista, un bello caballo, montada a 
horcajadas. Peñaranda en un rocinante. El cura con 
faldas con aire bonachón y gallardo, en otro. ¡ Los 
tres guías armados!, y el alguazil y yo en un carro 
tirado por mulas. Las carreteras cada vez eran peo-
res. Atravesamos rezando barrancos y riachuelos 
sin puentes. El día era bochornoso, parecía que ha-
bíamos caminado millas, viendo lugares posibles e 
imposibles hasta el anochecer, y después, a oscu-
ras, todos nosotros entramos en el carro, cuatro de 
nosotros a conducir. ... Regresamos de noche, llo-
vió y nos sentimos felices de haber llegado ... " 
" Al día siguiente, miércoles, el día fue res-
plandeciente y todo el panorama se abrió ante no-
sotros. La floresta de viejos acebos, el Tajo a nues-
tros pies. Hacia el Sur una cadena de montañas más 
allá de la planície y hacia el norte unos gigantes con 
gorros de nieve que parecían más cercanos al cielo 
que a la tierra. Nos arriesgamos con el coche por-
que parecía mejor que el carro. Quedamos hundi-
dos una vez en el barro y nos tuvieron que ayudar. 
Fue hermoso. El cura correteó buscando tierra para 
ladrillos, cal y arena, y volvió gloriosamente feliz 
con su éxito. Buena arena, buen barro y mucho ma-
terial para fabricar buena cal. Hay unas ruinas ro-
manas cercanas, y en la parte de la finca vecina a las 
ruinas que es el solar que yo quiero y que creo que 
es el que e1igiremos, hay grandes montones de pie-
dras, obviamente retirada de algún edificio antiguo 
para una construcción que nunca se empezó. Quizá 
un fuerte moro antes de la reconquista o romano 
antes que aquél. No existen huellas en las piedras 
que nos lo puedan explicar. 
" Almorzamos al aire libre en casa de uno de 
los guardias y después continuamos las exploracio-
nes. Vino un agrimensor de Madrid y le mostré 
donde y lo que quería yo respecto a niveles, etc. El 
solar del río, está sobre una roca con una vista re-
cortada por montañas nevadas y el otro solar posi-
ble, muy elevado con grandes vistas alrededor pero 
sin ninguna protección del viento y del sol y sin vis-
tas al Tajo. Yo quiero el lugar más bajo y más prote-
gido. Cuando crezcan los árboles y corra el río, ten-
drá mucha vista entre las ramas extendidas y no ha-
cia arriba como un avión. La gente del lugar y el 
cura piensan que arriba. ¡Será tan bonito y tendrá 
tan buena vista! Me divertí muchísimo con el cura 
que sólo hablaba español y yo ni una palabra, mos-
trándole fotografías, diapositivas y cosas por el es-
tilo. El era un buen tipo también, una especie de 
Bumps ordenado, buen conocedor del país y de la 
construcción de edificios, etc., la agriultura y toda 
clase de ganado, y un buen cazador también ... " 
"Bumps", naturalmente era GertrudeJekyll, la jar-
dinera y vieja amiga que alentó mucho el profundo 
conocimiento de Lutyens respecto al paisaje y jar-
dinería y su gran capacidad para integrar sus casas al 
paisaJe. 
El sábado siguiente empieza el viaje de re-
torno, otra vez vía Ventosilla y Toledo, hacia Ma-
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drid, donde en una cena a la que asistieron muchos 
duques y duquesas me preguntaron qué pensaba yo 
de los españoles. Contesté que se parecían tanto a 
los ingleses que apenas se podían distinguir, lo cual 
les encantó a todos. " En el Placio de Liria, Lutyens 
trabajó en sus dibujos para la casa de El Gordo -que 
llamarían el Guadalperal- y quedó lI)uy impresio-
nado con los tesoros y archivos del Duque de Alba, 
donde había cartas de Isabel 1 y de Enrique VIII de 
Inglaterra. Después viajó en tren hacia Algeciras. 
El Guadalperal nunca fue construido, 
pero, felizmente, Lutyens dejó algo más en el solar 
que un montón de piedras. El trabajo sólo podría 
empezar cuando fuera posible encontrar un capataz 
inglés para organizar a los trabajadores españoles. 
En 1917 Lutyens pidió a Mr. Hinton que se encar-
gara de las obras y, cuando Lutyens regresó a Espa-
ña al principio de 1918, le dió instrucciones para 
que realizara algunos trabajos preliminares necesa-
rios. Fue construida una carretera desde la estación 
de ferrocarril de Navalmoral de la Mata a diez millas 
de carretera hasta el lugar de la nueva casa o "Nue-
vo Palacio", tal como Hinton lo describió en su in-
forme sobre "El Palacio Inacabado". Una pequeña 
casa fue adaptada para ser utilizada por el Duque de 
Peñaranda y esta casa fue más tarde ampliada con 
un ala para los niños, después del nacimiento de su 
primogénito en 1922. Fueron construidos patios 
con ladrillos, una torre de agua y una red de tube-
rías de dos millas de recorrido (de fabricación ingle-
sa, así como los generadores eléctricos) con agua 
para abastecer la casa, las cuadras y los garages y 
también para regar un campo de golf de 11 agujeros 
que estaba planeado. Establos, una vaquería, cuar-
to de máquinas, talleres y otros edificios auxiliares 
fueron construidos, juntamente con viviendas para 
acomodar a las 50 familias que trabajaban en el pro-
yecto. Entre ellas, había dos jardineros ingleses, 
Derby y Marshall, además de Hinton. 
Los primeros diseños de Lutyens para El 
Guadalperal fueron publicados en 1917 y represen-
tados en la Royal Academy con dos perspectivas en 
acuarela por William Walcot. La casa fue organiza-
da alrededor de un patio con arcos. La entrada 
principal era hacia el norte, y, hacia el sur había una 
serie de terrazas y escaleras que bajaban hasta un 
desembarcadero al Tajo; hacia el oeste se proyecta-
ba un jardín de agua a partir de la biblioteca y la sala 
de estar. Por su estilo, la casa sería típicamente es-
pañola, con paredes enfoscadas y cubierta de teja 
árabe con adornos de granito y piedra. Lutyens 
consiguió obtener su característica unión de los 
muros de la casa con los muros del jardín, rotos 
sólo por aperturas arqueadas, ventanas con rejas o 
pequeños elementos de detalles clásicos. En las 
cuatro esquinas, pequeños pabellones asomaron 
por encima de la cornisa. 
Este proyecto, no obstante fue pronto 
abandonado. Lás excavaciones para los fundamen-
tos revelaron que e! lugar no era romano sino un 
dolmen prehistórico. Fue construido un muro alre-
dedor y empezaron investigaciones arqueológicas. 
El lugar de la casa fue, pues, desplazado dos millas, 
apartado del río, y fue allí donde se construyeron 
los edificios auxiliares. Los proyectos finales para 
este Nuevo Palacio, con fechas 1927 y 1928, eran 
mucho más ambiciosos y preveian un ala para aco-
modar al Rey de España al igual que al Duque. El 
dibujo de la casa era ahora parecido al de la Casa de! 
Virrey en Nueva Delhi, con cuatro alas y un patio 
central. El patio central tendría un patio doble con 
un arco central que Lutyens había admirado en To-
ledo. Al norte, la fachada de entrada era flanqueada 
por dos alas, cada una con un pequeño patio con un 
edificio alto en forma de cruz levantándose sobre 
las paredes. Hacia el este, las cocinas. Hacia e! oes-
te, una capilla. Las dos tendrían interiores con cim-
borios bajo la cubierta en forma de pirámide. El es-
tilo de este proyecto era más severo, con toda la 
fuerza expresada en la geometría típica de Lutyens 
en la década de 1920. La principal característica hu-
biera sido la entrada principal: una composición de 
gran Manierismo de piedras angulares rústicas y pi-
lares dóricos, llena de trucos de Lutyens, pero con 
una grandiosidad, especialmente en contraste con 
las simples paredes enfoscadas, que parecen exacta-
mente adecuados para un castillo de España. 
Los trabajos en el Nuevo Palacio e1l1peza-
ron por fin en 1930. La extracción de granito y los 
fundamentos empezaron, pero la situación política 
en España impidió la continuación de las obras y, 
en octubre de t 932, Hinton fue obligado a abando-
nar e! país. Le costó marcharse. En sus memorias, 
escribió "en una conversación con Sir Edwin, men-
cioné que era muy difícil encontrar mano de obra 
especializada y su respuesta fue: Enseñad y educad 
a los nativos y cuando sepan trabajar pagadlos bien. 
Esto era correcto y estoy seguro, que sí se hubiera 
podido acabar esta obra, que Sir Edwin habría dado 
crédito a la mano de obra nativa y a los artesanos 
que trabajaron perfectamente bajo su capacidad y 
enseñanza. " 
Todo, menos e! Nuevo Palacio, existe hoy. 
Los edificios auxiliares, o poblado, se encuentran 
organizados alrededor de una serie de patios en un 
eje continuo en dirección al río. Realizados con la-
drillos encalados, cubiertas con teja y arcos parecen 
simples y con un carácter local convincente; e! esti-
lo de Lutyens se encuentra sólo de una forma muy 
sutil en detalles como hornacinas de ladrillo y en las 
formas audaces en los muros cubiertos con teja cur-
va de! patio de frontón, pero originariamente los 
edificios hubieran parece más elegantes si los ladri-
llos rojos que rodean las ventanas y puertas no hu-
bieran sido encalados dejándolos contrastar con las 
paredes blancas, enyesadas. La casa de! Duque pa-
rece casi toda nueva, a su lado un jardín hundido, 
todavía bien cultivado: un cautivador diseño, de 
árboles bien alineados y senderos y fU!'!ntes q-ue son 
un claro testimonio de! genio de Lutyens. 
Lutyens proyectó también una nueva casa 
en un estilo parecido para e! Duque de Santoña, en 
Vento silla, la caótica casa de! cual ha sido ya men-
cionada aquí así como su anglofília. "A San toña y a 
su duquesa, hermana de Alba, sólo les gustaba la 
vida de campo", continúa diciendo Lutyens en su 
larga carta de octubre de 1915. "Allí son indepen-
dientes de todo y de todos. Cultivan la tierra, tie-
nen trigo, fabrican su pan. Crian mulas, cerdos, 
tienen su reserva de caza propia, fabrican la energía 
eléctrica que necesitan para su casa y para las má-
quinas de la finca. Un Lambey en e! mar de Espa-
ña." El castillo de Lambey era la vieja casa aislada 
en Irlanda que Lutyens amplió y rodeó dentro de 
una muralla circular para Lord Reve!stoke después 
de 1905. 
"Ella es su segunda mujer. Su dinero es e! 
que sostiene la casa, paga las reconstrucciones y las 
ampliaciones ... El Duque es un hombre muy agra-
dable que sufre gota. Sus manos funcionan muy 
mal. Vive para e! deporte y la explotación agrícola. 
Ella es muy pequeña, siempre viste con pantalones 
y polainas, parece más un muchacho que una mu-
jer, no es nerviosa y cavalga a horcajadas, aunque 
por la noche apareció vestida como una reina bi-
zantina ... " 
Lutyens diseñó para ellos una nueva casa en 
1917, organizada alrededor de un patio donde se 
entraba a través de grandes puertas en arco a ambos 
lados de una capilla aislada. Este proyecto, como 
todos los proyectos de Lutyens, era eficiente pero 
poco usual, con una gran fuerza expresiva debido a 
la continuidad de ejes dominantes que ligan interio-
res y exteriores. Las cubiertas serían también de 
teja árabe. Lo más interesante eran unas áreas de 
piedra rústica colocadas contra muros enyesados y 
e! gran uso de aperturas paladianas repetidas a la 
manera de Ledoux, que Lutyens había utilizado ya 
en Papillon Hall, Inglaterra. En una carta con fecha 
17 de noviembre de 1916, Lutyens dice "pasé e!lu-
nes demarcando con estacas la casa de Santoña en 
las colinas bajas que miran hacia e! Tajo cerca de 
aquí! Por la noche, hice los planos de las fundacio-
nes, etc. para que puedieran continuar sin tener que 
esperar a los dibujos finales. Trabajé como un és-
clavo. Martes lo mismo" pero en vano, porque 
nunca nada fue construido. 
Los encargos de! Conde de la Cimera fue-
ron de la misma forma abortados. Escribiendo a su 
mujer desde e! Palacio de Liria e! 9 de febrero de 
1919, Lutyens anunciaba "esta noche voy a Santan-
da donde el Conde de la Cimera desea construir", 
pero los bocetos de los dibujos para una casa grande 
que existen en la Colección de Dibujos de! RISA 
parece que son para Madrid. "Cimera construiría 
una casa muy bonita en Madrid y será muy diverti-
do. Es muy rico y gasta mucho en vestir. Tiene el 
siguiente guardarropa: 
1.000 camisas 
1. 000 zapatos 
1.000 pantalones, etc., etc. y encima de 
cada cajón, su fotografía en: 
traje para polo 
traje para la corte 
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traje de soldado 
traje de caballero 
traje de noche 
traje para e! tenis 
traje para e! polo 
traje para e! croquet 
traje para e! golf 
traje para las careras 
traje para los naipes. 
¡En la cama! Sin embargo es un hombre 
simpático y tranquilo, con pelo canoso. " Lutyens 
era particularmente inventivo en sus diseños de 
muebles; un cuarto lleno de armarios gigantescos 
para la ropa de este dandi podría haber sido una de 
sus mejores creaciones, pero no llegó a realizarse. 
A pesar de! empeoramiento de la situación 
política, Lutyens visitó por última vez España en 
1934, en esta ocasión dio una conferencia sobre su 
obra en e! Colegio de Arquitectos. El día 14 de ju-
nio escribió desde el Palacio de Liriaque había visto 
a Peñaranda a quien encontró "muy igual, delgado 
como siempre pero un poco envejecido. Hace cerca 
de 10 años que no lo había visto ... Le han expropia-
do 21 fincas!. .. Guadalperal continúa." 
Dos años más tarde, e! duque de Peñaranda 
fue asesinado durante la Guerra Civil. 
Durante la guerra, e! Palacio de Liria fue 
destrozado y quemado. Había sido construido por 
e! Duque de Berwink y de Liria en 1770-79 según el 
proyecto de Ventura Rodríguez. Al volver a Espa-
ña después de la Guerra Civil, el Duque de Alba de-
cidió restaurar y reconstruir el Palacio y e! arqui-
tecto Antonio Ferreras propuso simplificar la plan-
ta del piso principal. Alba pensó inmediatamente 
en consultar a Lutyens, que sin trabajo y envejeci-
do por una segunda Guerra Mundial, otra vez que-
dó contento" por tener algo que hacer". En 1940 su 
viejo amigo había vuelto a Londres como embaja-
dor de España y Lutyens podía dirigirle sus cartas 
como "Excelentísimo Jimmy." 
Con Europa en guerra y España recuperán-
dose no había perspectivas inmediatas de que e! Pa-
lacio fuera restaurado, pero Alba había decidido 
que tendría los proyectos terminados. Desde su casa 
de campo de Albury, Surrey, escribió a Lutyens, 
que se encontraba en Londres el 11 de septiem-
bre de 1940 -en el auge de la Batalla de Inglaterra-
"Querido Ned: Considerando la nueva forma de 
guerra a la que estamos sujetos, pienso que si re-
construimos Liria, tal como yo espero, sería muy 
conveniente tener un refugio para la gente de la casa 
y una cámara fuerte para los importantes tesoros 
que todavía tenemos. Ahora que estamos trabajan-
do en ello que te parecen un par de escondrijos 
(agujeros de cura, como los llamais en este país." 
Lutyens recomendó que las cámaras fuertes queda-
sen debajo las terrazas, pero su principal contribu-
ción fue e! dibujo de la escalera central: La Escalera 
de Honor. 
Alba argumentó que "había una cierta fuer-
za de la tradición a su alrededor que le gustaría que 
la escalera fuese más o menos como antes, es decir, 
una escalera doble. Ya se que contamos con poco· 
espacio ... " Lutyens contestó que una escalera do-
ble sería demasiado difícil para subir, con 25 pe!da-
ños con una altura de 18 cm, mientras que la escale-
ra que él dibujó era mucho más cómoda, con 35 
peldaños de 13,20 cm cada uno. El esquema de Lut-
yens fue adoptado. Del Gran Vestíbulo a los bajos, 
una sola escalera subía directamente hacia un pozo 
cuadrado y después tenía un movimiento de lado y 
se levantaba en un sentido contrario a las manecillas 
del reloj hacia un salón iluminado desde arriba. Lu-
tyens inscribió una frase de Cicerón, que Alba pro-
puso para la Escalera de Honor en e! palacio re-
construido: "Porqué los dioses inmortales han 
querido no sólo que yo recibiera estas bendiciones 
de mis antepasados, sinó que también yo las legara 
a la posteridad. " 
Lutyens preparó los planos generales para 
la reconstrucción del interior de! palacio de Liria, 
con Ferreras como arquitecto local de Madrid. 
Pero en realidd la obra fue ejecutada por Manue! de 
Cabanyes entre 1948 y 1956. Los planos de Lut-
yens fueron seguidos pero no en todos sus detalles. 
Las columnas en el salón de la escalera fueron cam-
biadas de dóricas a jónicas y sus detalles idiosincrá-
ticos clásicos, como la fornícula al pie de la escalera, 
fueron reemplazados por algo más pedestre. 
Lutyens envió una última partida de dibu-
jos a Alba en noviembre de 1943. A final de 1944 
murió. El Duque de Alba escribió una carta de pé-
same a Lady Emity Lutyens diciendo "me encuen-
tro muy angustiado al saber de la muerte de mi que-
rido y viejo amigo ... nuestra amistad es muy anti-
gua y sentiré mucho su ausencia. El Duque murió 
en 1953. Es triste que la mayor parte de los castillos 
en España de Lutyens hayan permanecido como 
castillos en el aire. 
Gavin STAMP i 
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En su Discurso a los Estudiantes del año 
1959, el Presidente de! RIBA (Royal Institute of 
Britisht Architects), Basil Spencer, arquitecto de la 
catedral de Coventry, tuvo la osadía de hacer esta 
profecía: "estoy convencido que Lutyens volverá a 
ser admirado en e! futuro. Ha sido silenciado desde 
su muerte, pero creo que, poco a poco, este hom-
bre tan importante volverá a ser apreciado y estima-
do". Después de la Exposición de Lutyens, y, con 
la aparición, mientras tanto, de cuatro libros sobre 
el hombre y sus edificios, y algunos más anuncia-
dos, la observación de Spencer puede no parecer 
particularmente perceptiva, pero la nueva propues-
ta de organizar una gran exposición encontró opo-
sición y, sería Qecesario recordar que el intento de 
celebrar el centenario de Lutyens en 1969 fue, sim-
plemente un fracaso, porque e! momento no era 
oportuno. La reputación, de la mayor parte de los 
artistas, parece que sufre un eclipse en los años que 
preceden a su muerte, pero en e! caso de Lutyens, la 
ascensión, caída y de nuevo la ascensión de su posi-
ción crítica, nos da, también, una visión interesante 
de la historia de la suerte fluctuante del Movimento 
Moderno en Gran Bretaña. 
La historia de la rápida ascensión a la fama 
de! joven Lutyens disfrutaba de una gran reputa-
ción en los primeros años de! nuevo siglo, yalrede-
dor de 1920 era una figua nacional. A su fama con-
tribuyó bastante la revista "Country Life". Gertru-
de Jekyll era la redactora de jardinería, y, presentó 
a su joven protegido al fundador y Director de la 
revista, Edward Hudson, que fue gran amigo de 
Lutyens durante toda su vida. Hudson le encargó 
que diseñara para él una casa -Deanery Gardens- y 
la sede de la revista en Covent Garden. Después, 
pidió que Lutyens transformara dos de sus casas-
Lindisfarne y Plumpton- y, en 1931, se fue a la In-
dia para asistir a la inauguración de Nueva De!hi y 
fue visto gimoteando, murmurar: "e! pobre Chris-
topher Wren no podía nunca haber hecho esto". 
"Country Life" publicó e! libro de Lawrence Wea-
ver Houses and Gardens by E.L. Lutyenbs, RA 
(Casas y Jardines de E.L. Lutyens, RA) 1913, (ree-
ditado en 1914, 1925 Y 1981), Y esta asociación de! 
arquitecto con la empresa no acabó con su muerte, 
ya que "Country Life" publicó los volúmenes, 
magníficamente editados, de Lutyens Memorial, 
1950, por Christopher Hussey y A. S. G. Buder. 
De hecho, Lutyens se convirtió en mono-
polio de "Country Life" presentaba más su trabajo 
a los potenciales clientes que e! de otros arquitec-
tos. La" Architectural Review", fundada el mismo 
año que e! periódico de Hudson, no divulgó la obra 
de Lutyens. Sin embargo, esta omisión fue magní-
ficamente redimida cuando Robert Byron recibió 
e! encargo de escribir e ilustrar todo ün número de 
la revista sobre Nueva Delhi: e! número monográ-
fico publicado en Enero de 1931, que sigue siendo 
uno de los más sensibles y elocuentes homenajes al 
genio de Lutyens. 
En e! mismo año, 1931, Lutyens publicó 
un artículo en "Country Life" sobre Lo que pienso 
de la arquitectura moderna. De hecho, no muy fa-
vorable. La nueva arquitectura le parecía que trai-
cionaba las normas y tradiciones humanas que él 
reverenciaba y se interesaba poco por los nuevos 
materiales y por la arquitectura como una respuesta 
a problemas concretos identificables. Llegaba a la 
conclusión: "es esta especie de azar, de falta de gra-
mática, de inconsecuencia, lo que me parece per-
turbador en muchos ejemplos de arquitectura mo-
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derna. Estos jóvenes aventureros me excitan tre-
mendamente y siento por ellos una gran simpatía. 
Pero la buena arquitectura necesita algo más que 
ideas brillantes, y, de acuerdo con mis normas tra-
dicionales, la mayoría de las construcciones mo-
dernas me parecen faltas de estilo y cohesión, frías 
y ásperas." 
La simpatía con que Lutyens contemplaba 
las aspiraciones de los jóvenes, unida a su humor ya 
su vitalidad, explican porque Lutyens no fue con-
siderado jamás un traidor por los partidarios del 
Movimiento Moderno, como pasó con algunos 
"tradicionalistas" que se desmarcaron, entre ellos 
Sir Reginald Blomfie!d y Sir Herbert Baker. Ade-
más, su importancia era demasiado grande para que 
pudieran apartarlo, había que contar con él. Su ar-
quitectura, cada vez más dominada por la geome-
tría, contenía claramente lecciones que trascendían 
las luchas sobre estilo; como Sir John Summerson 
recuerda: "e! hecho es que estaban siempre asusta-
dos por este hombre de genio". 
Fue la guerra la que acabó con la carrera de 
Lutyens, y la nueva actitud de austeridad y de pro-
pósito colectivo nacional, ha hecho que su obra an-
terior se volviera hacia la historia. Esta nueva acti-
tud fue muy bien expresada por una editorial en 
"The Architects' Journal", 1943, Y hacia la crítica a 
la extraña y breve biografía de Lutyens hecha por 
su hijo Robert Lutyens: "Con nuestros pensamien-
tos y esfuerzos fijos en realidades materiales y cul-
turales, teniendo en cuenta e! futuro, hemos de 
apreciar e! gran pape! de Sir Edwin Lutyens. Su 
obra llegó a ser una catársis, la realización total de 
los sueños de toda una generación de arquitectos, 
sus últimos días de creación acabaron, de golpe, y 
para siempre en Septiembre de 1939. Lutyens resu-
mió lo mejor del mundo antiguo para nosotros y 
nos dejó así, no reprimidos por deseos frustrados, 
libre para coricentrarnos en la construcción del 
nuevo mundo. " 
El mismo año, 1943, la "AR" publicó un 
artículo de Lionel Brett (más tarde Lord Esher) ti-
tulado The Cyma and theHollyhock (El cimacio y 
la malva-real) haciendo una comparación desfavo-
rable de Lutyens con Frank Lloyd Wright en sus 
respectivas contribuciones a la arquitectura moder-
na -un argumento ya sugerido por Henry-Rusell 
Hitchcock en 1929, y, que sería repetido más tarde 
por otros escritores-. Brett comparaba Gledstone 
Hall con Falling Water: "comenzaron juntos ... 
mas, partir de Lutyens hacia Wright es experimen-
tar una sacudida tan brusca que nos cuesta creer que 
son contemporáneos" (no eran contemporáneos, 
Wright, que mentía acerca de su edad, tenía dos 
años más que Lutyens). 
Sir Edwin Lutyens murió el día de Fin de 
Año de 1944, en un Londres gris, deprimente, 
bombardeado; sus casas de Surrey de los años 90 y 
el mundo Claro y alegre de Miss Jekyll no podían 
aparecer más remotos. "Estando Lutyens ausente, 
la escena arquitectónica es más fría. Las nieblas de 
diciembre escondían las fachadas de Britanic Hou-
se, al igual que cubría las fachadas épicas y coríntias 
de Cooper, la solidez de las dóricas de Bloomfield, 
y todas las fachadas antiguas, grises y negras del 
Londres victoriano. Toda una época retrocedió y 
su último monarca, Lutyens e! Magnífico, abando-
nó el cetro" escribió John Summerson (en forma 
anónima) en la "Architect and Building News" re-
flejando elocuentemente la sensación general de 
que un gran hombre había muerto y que toda una 
epoca desaparecía. 
"La muerte de Lutyens es un aconteci-
miento solemne, porque era un gran arquitecto. 
Imaginación fértil, capacidad para llevar a cabo la 
realización de grandes concepciones, comprensión 
intuitiva de los aspectos abstractos, espaciales, de la 
arquitectura; Lutyens poseía todo eso en un grado 
tan elevado que ni el paso del tiempo, ni el cambio 
de moda podrán robarle los laureles con los cuales 
nosotros, sus contemporáneos, le hemos corona-
do. De hecho, si e! rencor de la reacción hubiera 
podido disminuir a un hombre como él, ya habría 
sucedido, porque vivió para asistir al crepúsculo de 
los dioses, la City ardiendo en 1940 como un telón 
de fondo y los leitmotiv de la modernidad haciendo 
la señal de bajar el telón académico. " 
Fueron necesarios algunos años más para 
que el rencor de la reacción se expresara en una ge-
neración más joven, que, durante los años de la 
guerra, estaba dedicada a ocupar puestos de poder 
y garantizar así, la victoria de la revolución del Mo-
vi miento Moderno. Esta situación fue sugerida en 
el obituario publicado en la " AR ", de nuevo escrito 
sin firmar por él ya mencionado Summerson: "No 
hay, naturalmente, un sucesor de Lutyens, y su 
muerte aporta una claridad desagradable a la situa-
ción arquitectónica. Otros le seguirán en sus hono-
res, pero la arquitectura no marcha, ahora, según 
dinastias. El Gran Académico ya no ocupa el pri-
merlugar en su profesión. ( ... ) Realmente, no exis-
te la más mínima duda de que las realizaciones de 
Lutyens mantendrán la preferencia que se les ha 
atribuido, incluso por los más radicales ... " 
El obituario de "The Builder" lo escribió 
Sir Albert Richardsqn y, como era contemporáneo 
de Lutyens, una ligera dosis de pesimismo se filtra 
en su hOmenaje, porque el futuro era incierto para 
la misma actitud tradicional de la arquitectura: "Sir 
Edwin Lutyens se coloca como un indiscutible ro-
mántico que vivía en una era de realismo, convenci-
do de su misión: crear edificios con encanto. Por 
eso, en cierto modo, su carrera es única ... Tel vez, 
la nueva generación pueda no estar de acuerdo so-
bre la categoría en la que el trabajo de Sir Edwin 
deba colocarse, ha de aceptarse que, como román-
tico se sitúa entre los más grandes, acaso, como 
descendiente apostólico de Wren ... Sir Edwin Lut-
yens será resucitado para la posteridad como un ge-
nio que vivió en una época en qué Europa fue de-
vastada por dos terribles guerras. Su obra se man-
tendrá como un testimonio concreto de las condi-
ciones de vida, en una época en la que todo el siste-
ma social se hallaba en transición. Su carrera intere-
sará como la de un ansioso humorista, ponderando 
su arte en la balanza romántica, y no sin esperan-
za ... » 
El más extenso y más interesante homenaje 
a Lutyens es el realizado por H.S. Goodhart-Ren-
del, arquitecto, historiador y escritor, es crítico, 
incisivo y esclarece,dor. En el "RIBAJournal" el in-
dividualismo de Lutyens y su carácter único eran 
subrayados: "no creo que puedan discutirse la ori-
ginalidad, espíritu inventivo, sensibilidad y destre-
za de Lutyens porque en él eran notables y estas 
cualidades en un artista son las que más deslum-
bran. Siempre se opuso a la escuela de arquitectos 
que se proclamó Moderna, reconocía en ellos un 
romanticismo no genial, y lo suyo lo era; y auto-
engañados, defecto que él tampoco tenía. Lutyens 
poseía el exhibicionismo del artista del Renaci-
miento (y realmente victoriano) e imponía su per-
sonalidad artística a todos sus actos, y ésta tenía 
unas características que le permitían, generalmen-
te, ser bien recibida. Tanto por la realidad de sus 
edificios como por sus ilustraciones fotográficas, 
Lutyens dió a millares de personas de su generación 
sueños felices, y sueños era lo que ellos necesita-
ban. Era un brujo, un encantador, y muy pocos he-
mos sido los que no nos hemos dejado arrastrar por 
él. " 
En la "A & BN", Goodhart-Rendel descri-
bió cómo el lenguaje vernaculo de Surrey utilizado 
por Lutyens le sedujo por primera vez y cómo, más 
tarde, a medida que el joven arquitecto adquiría 
consciencia de los aspectos más racionales y prácti-
cos de la arquitectura, el sueño desapareció -sólo 
un poco-. "El tratamiento nostálgico-sentimental 
del material neo-c1asico es algo que nos gusta o no 
nos gusta. Personalmente, me interesa tan poco, 
que cuando el trabajo de Sir Edwin siguió este ca-
mino -tal como sucedió con Norman Shaw, antes-
mi admiración por su suprema destreza tenía, a me-
dida que el tiempo pasaba, mucho con qué luchar. 
Mis días de sueños había pasado, era consciente del 
espectáculo de mi dios, dejando de frecuentar los 
bosques para convertirse en una especie de Pan ca-
prichoso y descarado del mercado. Pero su carácter 
divino permanecía ... " No habiendo sido nunca una 
persona capaz de repetir opiniones convencionales, 
Goodhard-Rendel declaraba que: "nada es más sin-
tomático de la falta de objetivo sentimental de 
nuestra crítica que la adoración desordenada que 
ahora tributamos a la producción arquitectónica de 
Wren. Respetar la memoria de Wren al igual que lo 
hacia Sir Edwin Lutyens es muy natural, ya que se 
trataba de un británico muy brillante y atractivo, 
que concentró en la arquitectura todos los ingleses 
y prácticamente ningún extranjero cree, lo era en 
virtud de su más importante capacidad, la capaci-
dad del escultor para hacer bellas formas. Sir Ed-
win, también, tenía esta capacidad." Goodhart-
Rendel consiguió sugerir, a través de la palabra, 
aquella imponente, extraordinaria, casi absoluta 
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integridad en la obra de Lutyens que nos puede de-
jar atónitos --como el arquitecto desearía-la admi-
ración, añadiendo que "La Cupula de Viceroy's 
House, también, tiene una suavidad que debe venir 
de una rara percepción de los imponderables, y en 
gran parte de los portales, de los hogares, y de las 
piezas de mobiliario de Lutyens, sentimos una sú-
bita felicidad, imposible de analizar, que nos hace 
perder el sentido. " 
Un año después, en febrero de 1945, 
Goodhart-Rendel dió una conferencia al RIBA so-
bre Lutyens, que, después de publicada, es una de 
las descripciones más equilibradas, objetivas y sen-
sibles que se han escrito sobre su trabajo. Conoce-
dor de lo que Lutyens debe a la tradición del Rena-
cimiento Gótico, a Street, y a Ernest George, 
Goodhart-Rendel colocó sus edificios en su con-
texto, y no ahorró críticas a las apostasías de los úl-
timos años, como Grosvenor House, que siempre 
ha confundido a los admiradores de Lutyens: 
"siempre es posible esperar que sus peores caracte-
rísticas se deban a colaboradores y no a él mismo, 
pero para un artista tan individual como él, cual-
quier método de ejecución contiene en sí mismo el 
desastre" . 
En la discusión posterior a la conferencia, 
diversos oradores preguntaron cual sería la reputa-
ción futura de Lutyens. Hubert Worthington pidió 
"que se hiciera una llamada al culto a los héroes en-
tre los jóvenes arquitectos. Desde la última guerra, 
este culto parece que ha desaparecido de la vida de 
nuestra nueva y ascendente generación" (no había 
oído hablar nunca de Le Corbusier) y, Edward 
Maufe pensó que "parece extraordinario que, a pe-
sar del espíritu de juventud que impregna la obra de 
Lutyens, la magia que contiene no parece ser apre-
ciada por los jóvenes de hoy. Tal vez sea porque 
nos encontramos demasiado cerca de él.." y el con-
ferenciante terminó diciendo que "es realmente 
comprensible que haya actualmente un vacío ante 
e1'lugar de Lutyens. Es verdad que las generacione s 
más jóvenes no aprecian esta clase de alimentación 
y no conocen lo bueno y lo malo que contiene, y 
colocan a Lutyens junto a muchos otros que se 
creen que son como él, del mismo modo que colo-
can a Norman Shaw juntamente con "Norman 
Shaw y todo el resto". Pero hombres como Lutyens 
y Shaw acaban siempre por ocupar el lugar que les 
corresponde ... N o hay nadie a quien, en su tiempo, 
no le hubiera gustado haver vivido y muerto por 
Street, y su obra vuelve a ocupar, poco a poco, el 
primer rango, después de un largo período en el 
cual no fue apreciada. Yo espero que la obra de Lu-
tyens no pase por un período de éstos, pero, inclu-
so, si eso pasa, estoy seguro de que al final, su fama 
resurgirá. " 
Antes, Goodhart-Rendel había lamentado 
que Lutyens: "parece que ha dejado tras él un mun-
do gris, lleno de tristes puritanos arquitectonicos 
por un lado y "arquitectos-gentlemen" que traba-
jan por el otro. Lutyens ocupó el lugar de Shaw, 
pero, ¿quién ocupará el suyo?" , y, puede pasar que 
estos "arquitectos-gentlemen" exagerasen la indi-
ferencia de los jóvenes y proyectaran en la reputa-
ción póstuma de Lutyens, sus dudas y recelos sobre 
su futuro. Harold Falkner, que había seguido la 
construcción de las casas vernáculas de Lutyens en 
Surrey, escribió a Christopher Hussey en 1953 "es 
claro, nadie se preocupa ahora de Lutyens, gracias 
a los dirigentes del pensamiento arquitectónico 
(entre los cuales me incluyo), el SKYLON y la ca-
tedral de Coventy son la moda actual", mientras en 
1951, Geddes Hyslop, un arquitecto más joven, 
consideraba que "la reputación de Sir Edwin Lut-
yens se encuentra, inevitablemente, en un momen-
to bajo. Pero a muchas personas de menos de 40 
años, les parecerá, probablemente, un anciano 
reaccionario que como máximo era el mejor de toda 
una pandilla de contemporáneos suyos". 
Evidentemente, Hyslop estaba haciendo la 
crítica al más importante homenaje, hasta ahora 
publicado, a un arquitecto inglés y que no era 
Wren, los Lutyens Memorial Volumes: tres grandes 
volúmenes de fotografías, dibujos y análisis arqui-
tectónicos por A.S.G. Butler y una biografía por 
Christopher Hussey, sin duda la mejor biografía 
arquitectónica escrita en inglés. Las críticas publi-
cadas sobre esta lujosa edición revelan algo del esta-
do actual en qué se encuentra su reputación. John 
Betjeman se entusiasmó con las páginas de Country 
Lije -que había publicado la obra-; John Summer-
son fue más sobrio, pero igualmente entusiasta, en 
el "RIBA Journal" "el homenaje más auténtico 
que, acaso, se hubiera podido hacer a Lutyens, 
porque, poco después de su muerte, en un momen-
to en que los acontecimientos cerraron, abrupta-
mente, la época a la que pertenecía, fue posible es-
cribir sobre él un trabajo que, además de ser totali-
zador y rigurosamente autorizado es vivo e inspira-
dor". 
Sin embargo, de una manera significativa, 
la "AR" entregó los libros a un colaborador con 
menos probabilidades de ser conquistado por los 
encantos de la excentricidad inglesa, aunque sujeta-
ría las realizaciones de Lutyens con la camisa de 
fuerza del historicismo germano: Nikolaus Pevs-
ner, su largo artículo, construido con humor, tenía 
como preámbulo la pregunta a la que intentaba 
contestar: "¿Sir Edwin Lutyens era un gran arqui-
tecto? .. las paradojas permanecen, la paradoja del 
constructor de locuras que era al mismo tiempo el 
arquitecto del hombre normal, la paradoja del ex-
céntrico que obtenía un éxito mundano tan nota-
ble, la paradoja del restaurador del pasado en cuya 
obra, la geometría es más insistente que en la obra 
de cualquier otro arquitecto, con la excepción de 
Corbusier, la paradoja final del arquitecto del siglo 
XX, con prodigios extraordinarios que no contri-
buyeron en modo alguno al desarrollo del movi-
miento principal de la arquitectura del siglo XX", 
es claro, para el apologista de la totaiidad del Estilo 
Internacional, la paradoja final fue el pecado más 
grande de Lutyens. 
Pevsner comenzó recordando su enfado 
por las últimas obras clásicas de Lutyens, cuando 
llegó a Inglaterra en 1930: "lleno de indiscutible fe 
en el nuevo estilo de arquitectura," Uno de los pri-
meros dos edificios que vió fue el del núm. 68 de 
Pall Mall "con trucos simples en los detalles de los 
pilares de la planta baja. Recuerdo que estos pilares 
que desaparecían, me irritaban particularmente, 
aún más que el hecho de que un arquitecto usara to-
davía pilares, columnas y frontones en un edificio 
de 1928". Sin duda Pevsner conocía bien la impor-
tancia y la calidad de las casas vernáculas de Lut-
yens, por su análisis en la obra de Hermann Muthe-
sius, Das Enghische Haus (1904-05) y aunque con-
tinuará convencido de que Mackintosh y Voysey 
eran más significativos en el desarrollo de la arqui-
tectura europea, no podía, por menos, que quedar 
impresionado por las realizaciones de Lutyens. En-
contrándose fuera, Pevsner pudo interrogarse so-
bre como era que la excentricidad de Lutyens -tan-
to en la vida como en la arquitectura- consiguiera 
tanto éxito. La respuesta, pensó, "está relacionada 
cQn la fascinación ejercida, más sobre los británicos 
que sobre cualquier otro pueblo por la locura en ar-
quitectura. Y, no es necesario que los británicos se 
avergonzasen de esta fascinación para apreciar la 
locura, porque una locura comporta un grado de 
distanciamiento que solamente lo alcanzan las civi-
lizaciones antiguas y humanistas. Sir Edwin Lut-
yens era, sin duda, el fabricante más grande de lo-
cura que Inglaterra jamás vió. Castle Dogo sobre-
pasa Fonthill, la Drum Inn en Cocking, deja atrás a 
Blaise Castle, y Viceroy's House en Delhi no tiene 
comparación con cualquier otra locura del mun-
do." 
Pevsner quedó profundamente impresio-
nado ante la destreza y la capacidad artesana de Lu-
tyens, por su precisión y sentido de la geometria, y 
en especial, por su tratamiento del espacio, mien-
tras permanecía irritado ante lo extravagante de su 
obra. Pevsner, de hecho, se nos presenta, casi tanto 
como Lutyens, como una paradoja: el crítico de ar-
quitectura cuyas percepciones críticas se encuen-
tran en lucha con su posición teórica dogmática, 
porque ha tenido que seguir creyendo que "mien-
tras a Berlage y a De Klerk y después a Dudok, sus 
lujos geométricos les llevaban hacia una renuncia to-
tal de las ataduras con la arquitectura de la época, el 
arte de Lutyens estaba petrificado por el abrazo frío 
del pseudo-clásico, que nunca apareció del todo". 
Al final, la conclusión de Pevsner era equivocada, 
más de una manera interesante: "Ahora la arquitec-
tura por amor al arte es, debido a muchas razones, 
la bete naire de los arquitectos del siglo XX de to-
das las escuelas. Es, por eso, perfectamente acepta-
ble que sí, de nuevo, en un futuro lejano, puede 
surgir un período en el que el arquitecto pueda en-
tregarse al lujo, y desee ser un artista tan elevado 
que esté por encima de los intereses sociales y es-
tructurales como un "Miguel Angel divino", la sa-
biduria de Lutyens será reconocida tan fácilmente 
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como yo reconozco su locura. Su estilo serio está 
tan totalmente divorciado de todo aquello por lo 
que todos los arquitectos del siglo XX han luchado, 
que una opinión equilibrada sobre el lugar que le 
corresponde ocupar en la historia es tal vez imposi-
ble. Soy perfectamente consciente de ello. Todo lo 
que puedo decir de estas páginas es que no fueron 
escritas con el propósito de destruir, sino de llegar a 
un juicio, como mínimo, no conscientemente pre-
concebido. " 
La influencia de Nikolaus Pevsner en la re-
putación de Lutyens ha sido más el resultado de pe-
cados de omisión que de ataque. Es cierto que sus 
edificios, tanto los de las primeras como los de las 
últimas épocas se hallan incluidos en muchos volu-
mentes de su gran guía de los Edificios de Inglaterra 
(Buildings of England), sin embargo, Lutyens no 
fue citado en los dos libros de texto: Pioneers of 
Modem Design (Pioneros del diseño moderno) 
(1936 & C) Y An Outline of European Architecture 
(Resumen de la Arquitectura Europea) (1943 & C). 
Otros historiadores de la arquitectura moderna 
fueron más generosos y también, más objetivos. A 
Lutyens se le trata de una manera equilibrada en los 
dos volúmenes de La European Architecture in the 
Twentieth Century (La arquitectura europea en el 
siglo XX) (1950, 1953), Y el gran apóstol del Estilo 
Internacional, Henry Russell Hitchcock, nunca 
pudo postergar totalmente a Lutyens, aunque estu-
viese muy preocupado por su paso del Vernáculo 
de Surrey al Gran Manierismo, paso que es consi-
derado un retroceso, y, se ha convertido en el pun-
to de vista ortodoxo del Movimiento Moderno so-
bre Lutyens y, también fue compartido por Voy-
sey, quien pensaba que si Lutyens no hubiera arras-
trado a otros jóvenes arquitectos hacia el Clasicis-
mo, Inglaterra hubiera podido crear una sólida -
con base artesana- arquitectura moderna propia. 
En su libro, publicado en 1929, Modem Architec-
ture: Romanticism and Reintegration (Arquitectu-
ra moderna: Romanticismo y reintegración), Hit-
chcock lo identificó con el paciente de la historia: 
"Lutyens se entregó de lleno al resurreccionsmo 
cuando construyó Heathcote, I1kley", no obstan-
te, quedó encantado ante Deanery Gardens "la casa 
más bella de la Nueva Tradición. Es, sin duda, una 
de las bellas piezas tradicionales producidas en el si-
glo XX". Tres décadas más tarde, su opinión seguía 
siendo la misma, ya que en su magistral Architectu-
re: Nineteenth and Twentieth Centuries (Arqui-
tectura: siglos XIX y XX) que es de 1958, Hitch-
cock escribió de Lutyens que" en sus mejores casas, 
al comienzo de su obra, como Deanery Gardens en 
Sonning, que es de 1901, rivalizaba con Voysey". 
Aunque Viceroy's House ocupa una página entera 
de ilustraciones, Lutyens es relegado a un capítulo 
sobre Arquitectura Tradicional en el siglo XX y 
Hitchcock ha de hacer la extraordinaria reserva -
poco significativa, por cierto- de que" A Lutyens, 
en Inglaterra, lo imaginamos en un tiempo y un lu~ 
gar diferentes, perteneciendo a una generación an-
terior, o por ejemplo, posterior hubiera podido ser 
un gran arquitecto. Pero, incluso teniendo en cuen-
ta, como se ha desarrollado su carrera, no es indig-
no de llevar el título que le fue concedido como el 
"último tradicionalista". Tras su muerte, no ha ha-
bido ni en Europa, ni en cualquier otro lugar del 
mundo, un edificio importante tradicional o semi-
tradicional. .. ". 
Podemos afirmar que el aparente tradicio-
nalismo de Lutyens nunca preocupó a los más 
grandes maestros modernos, y la opinión que de él 
tienen se relaciona más con la forma arquitectónica 
que con la necesidad moral de estar a tono con el 
desarrollo histórico. Es conocido que, no sólo las 
primeras casas de Wright tienen mucho en común 
con las de Lutyens, sino que "Lutyens era, quizá el 
único arquitecto contemporáneo que Wright real-
mente admiraba, y los cuatro volúmenes de la obra 
de Lutyens eran constantemente citados durante 
sus discusiones con los estudiantes ... ". W right 
aceptó hacer la crítica a los Memoria Volumes para 
una revista británica, y, manifestó su "admiración 
por el amor, la lealtad y el arte con los cuales, este 
arquitecto culto, enamorado de la arquitectura, dió 
forma a sus edificios. Para él, la chimenea inglesa, el 
tejado y el portal monumentalizados con azulejos y 
piedra tallada eran motivos que odían ser dramati-
zados, y, él era capaz de imaginarlos con un éxito 
inigualable, y, tampoco puedo pensar en alguien 
capaz de representar de manera tan característica y 
discreta el antiguo sentimiento inglés de dignidad y 
confort en un interior;" independie"~temente de! 
tipo de interior que se trate y de su localización en 
Inglaterra. Siempre he admirado e! modo como su 
amor a la tradición encontró, de una manera tan 
graciosa, su lugar en su propio País. " W right sentía 
que e! trabajo artístico y artesano de Lutyens era 
muy inglés, pero que pertenecía a una era que ya 
había pasado y que no podía ser recreada, de tal ma-
nera que "nosotros podemos imitar sus grandes 
cualidades personales, no sus edificios", estaba se-
guro que "todos los esfuerzos en Arte que tengan la 
cualidad de! esfuerzo de Sir Edwin son tan precio-
sos y raros como una herencia natural. Estos mag-
níficos volúmenes que los contienen, los preserva-
rán como un monumento nacional. Mi fe y mi de-
seo ante e! valor que tienen, los dejaría ahí, quietos, 
y seguiría hacia adelante buscando la expresión de 
una vida, inevitablemente, cambiada y que cambia-
ría para mejor, si aplicásemos las lecciones aprendi-
das a través de la devoción al ideal de hombres 
como él." 
En la Oeuvre Complete (1952-1957), de Le 
Corbusier, aparece el homenaje de Chandigarth a 
Lutyens: "Nueva Delhi, la capital de la India Impe-
rial, fue construida por Lutyens hace más de 30 
años con sumo cuidado, gran talento y un éxito 
real. Los críticos podrán decir lo que quieran, pero 
la realización de una obra como ésta merece respe-
to". Mientras que, en su conferencia de 1959, que 
ya hemos citado al comienzo de este artículo, Basil 
Spence comparó a Le Corbusier y a Lutyens: " ... 
hace poco, cuando visité Liverpool. .. fui a la cripta 
de la Catedral Católica. Hacía muy poco que había 
visitado R9nchamp y, me dí cuenta de la semejanza 
en e! peso y la fuerza, y en e! deseo de crear espacio, 
a través de la profundidad del material fuertemente 
modelado. Ro"nchamp es para mí muy parecida, en 
esencia, a la cripta de la catedral de Liverpool, de 
Lutyens. Claro que los ornamentos son de estilo 
pseudoclásico de! siglo XVI, mientras que Le Cor-
busier no utilizaba ninguno, pero existe la com-
prensión de lo que es arquitectura, comprensión 
que es común en estos dos hombres." 
De todas maneras, la posición de Lutyens 
bajó en los años 50 y 60, aunque se trate de un as-
pecto muy difícil de documentar. La creciente indi-
ferencia ante sus realizaciones se simboliza de la 
manera más dolorosa por e! abandono de su diseño 
" para la Catedral de Liverpool en 1954, y la subsi-
guiente desaparición de la mayor parte de los dibu-
jos que él había realizado para completarla, ante el 
infortunado vandalismo que sufrió el magnífico 
modelo realizado entre 1933-34. 
A pesar de su devoción filial inicial, hasta 
Robert Lutyens comenzó a "tener dudas sobre e! 
auténtico lugar de mi padre, incluso como arqui-
tecto", recuerda que en 1969 "estaba preocupado 
por la escala de algunos de sus primeros trabajos y 
me preguntaba si él, realmente,· era o no mejor que 
Voysey, UÍ1win o incluso Mackintosh. Los trucos 
le gustaban tanto como a ellos; y si hubiera termi-
nado su obra, pongamos que en 1912, parte de ella 
habría sido mejor, y también, mejor comprendida 
que la de ellos, como por ejemplo, la de Marsh-
court y Lindisfarne, pero él se mantenía todavía in-
ferior a Le Corbusier y Frank Lloyd Wright ... y, 
entonces (he de confesarlo) encontre e! texto de 
Andrex Butler en los Volúmens Conmemorativos, 
texto tan aburrido que me indujo a caer en e! error 
de suponer que su obra era aburrida ... ". Mientras-
tanto, en las escuelas de arquitectura, Lutyens -
como la mayor parte de la arquitectura anterior a la 
fábrica de Fagus- era considerado simplemente in-
significante. Las actitudes hacia los tradicionalistas 
como Lutyens eran probablemente más hostiles en 
la Asociación de Arquitectos, porque mientras los 
arquitectos de! Movimiento Moderno de la genera-
ción de los años 1930 podían respetar a Lutyens, 
com un gran diseñador en una época que había pa-
sado, la seducción de sus edificios pudo haber sido 
una amenaza para una generación más joven de fa-
náticos creyentes en la vanguardia. Esto era cierto 
y atañe, especialmente, a los discípulos de Pevser, 
como Robert Furneaux Jordan. Jordan habló de 
una discusión acerca de Lutyens entre aquéllos que 
le habían conocido, ocurrida en la AA en 1059); 
dijo que él estaba presente, sintiéndose como "un 
ateo haciendo un discurso desde el balcón de la Ca-
tedral de San Pedro. Me pidieron que hiciera, en 
nombre de la generación más joven, lo que se desig-
na por un analisiss objetivo". Admitió que durante 
un tiempo había "adorado a Lutyens, casi hasta lle-
15 
gar a la idolatría y era cierto que su dedicación a la 
arquitectura se debía a la existencia de Lutyens", 
ahora, se sentía obligado a condenarle porque era 
un "magnífico pasticheur ... Cuando se practica el 
pastiche, aunque el que lo haga sea un gran artista, 
se está imponiendo a la sociedad un estilo que no se 
hacia para ella, y podemos estar seguros que el pe-
cado se descubrirá ... No creo que ningún hombre, 
por más magnífica que sea su capacidad artística, 
por más poeta que sea, y por más sensitivo, pueda 
vivir de espaldas a su tiempo. Hacia la mitad de la 
década de 1960, la opinión de Jordan era todavía 
más dura, su ceguera ante Lutyens se debe a su 
fuerte convicción progresista y colectivista, en la 
que el individualismo era considerado un pecado 
horrible. En su libro Arquitectura victoriana (Vic-
torian Architecture) de 1966, Jordan condenó a 
Lutyens, a sus clientes y a su tiempo en un pasaje 
espantoso que rebosa de esnobismo y de principios 
socialistas: "esas famosas casas de ensueño -cons-
truidas alrededor del cambio de siglo ... quedarán 
como un monumento curioso, no a la cultura -por-
que se encuentran totalmente fuera de su tiempo-
sino a un hombre. Como un sueño son irreales, y 
como un sueño no han dejado nada tras ellas ... una 
arquitectura en la que los tejados altos, la piedra 
pulida y trabajada, y las pequeñas ventanas, sola-
mente servían para esconder, aunque de una mane-
ra encantadora, todo un aparato de evidente mal 
gusto. Todo eso murió, como así debía suceder, en 
Agosto de 1914. Lutyens sobrevivió: con e! Ceno-
tafio, con la grandiosidad de Nueva De!hi y el pre-
tencioso disparate de la catedral católica de Lut-
yens, se convirtió en una especie de arquitecto lau-
reado. Era más grande que sus contemporáneos de 
la misma escuela, al igual que ellos era una criatura 
en un callejón sin salida". La inutilidad absurda de 
esta crítica se manifiesta claramente ante e! hecho 
que, sólo una de las "casas de sueño" de Lutyens ha 
sido derribada -Papillon Hall (era una ampliación 
de una casa más antigua y tenía fantasmas)-y la ma-
yor parte de ellas han estado habitadas y han sido 
estimadas por sus propietarios; sin conocer los im-
perativos de la moderna crítica arquitectónca, el 
contraste con el triste destino de la mayor parte de 
las casas de Philip Webb, el héroe de los críticos 
progresistas, es sin duda significativo. 
La principal condena de Lutyens en letra 
impresa, a causa de su influencia y rechazo a ceñirse 
a las exigencias del Movimiento Moderno, apareció 
en la RIBAjOURNAL en 1969 -centenario de su 
nacimiento-. En 1968 se hicieron los planes para la 
realización de una gran exposición sobre el cente-
nario de Lutyens en la Real Academia -el lugar más 
apropiado, ya que Lutyens era miembro de la mis-
ma cuando murió-. El coste de la exposición se cal-
culó en doce mil libras. Con e! fin de conseguir esa 
cantidad, se organizó una cena en la Royal Acade-
my, en Junio de 1968. Pero, los participantes, algu-
nos de ellos ricos, no fueron generosos. La colecta 
ascendió a un total de 120 libras, y la Reuters, e! 
Gobierno de la India y otras instituciones declina-
ron la representación. 
Finalmente, en 1969, se realizó una peque-
ña exposición en el RIBA, en e! núm. 66 de Por-
tland Place, que costó alrededor de mil libras. El di-
nero no alcanzó para poder exponer e! modelo de la 
Catedral de Liverpool, que la Escue!a de Arquitec-
tura de Liverpool intentaba heroicamente restau-
raro 
El año 1969 marca, probablemente, e! oca-
so de la reputación de Lutyens. Para añadir un in-
sulto final, e! director del RI BA jO U RN AL encar-
gó dos de los tres artículos publicados en e! número 
especial dedicado al centenario de Lutyens, en 
Abril de este mismo año, a Alison y Peter Smith-
son, permitiendo que éstos pudieran atacar a Lut-
yens con el viejo y manido argumento de que él ha-
bía pervertido e! camino de la moderna arquitectu-
ra inglesa. El artículo de Alison Smithson, "La res-
ponsabilidad de Lutyens" (The responsabilityof 
Lutyens), es una diatriba curiosa, celosa, contra la 
tradición doméstica inglesa: "Lutyens tiene la res-
ponsabilidad de la falta de casas en la Inglaterra de 
1934 a 1965 (¿por qué 1934 ?) ... con el ejemplo, 
siempre delante de! público de las casas de Lutyens 
y con Lutyens como maestro de! arte de la cons-
trucción, en la cima de su profesión -una reputa-
ción mantenida a pesar de su completa americani-
zación, más visible en Heathcote (1906)-la degra-
dación de! lenguaje de la arquitectura se encontró al 
alcance de todo el mundo: una influencia todavía 
popular en el mundo de los planificadores de la ciu-
dad y del campo, según el parecer de los sociólo-
gos, y reflejada en el menosprecio y descrédito de la 
principal corriente de arquitectura que pasa por los 
Mackintoshes y Le Corbusier. Por eso, este culto a 
Lutyens, resucitado otra vez en 1969 -año del cen-
tenario del nacimiento de Mackintosh- representa, 
por contraste, algo desagradable y enfermizo, aun-
que demasiado real en Inglaterra ... Lutyens contri-
buyó a la americanización de nuestras ciudades a 
través de monstruosos bloques de despachos con 
plantas horribles. La celosa "Wrennaissance" ... 
todo contribuyó en todas las proporciones, afec-
tando el gusto de futuros copistas y al mismo tiem-
po de los clientes. El constante flujo de la "bueno" 
y bien adaptado, desapareció. De cualquier mane-
ra, la capacidad técnica no dejó posibilidades de 
duda o crítica". La vivienda británica "se defendió 
tras el rechazo de Voysey por Lutyens, del Movi-
miento de Arte de Glasgow, y, en consecuencia, de 
todo el período heroico que se desarrollaba en Eu-
ropa. Así, desde, aproximadamente 1901, contem-
pla la muerte de la arquitectura doméstica inglesa: 
de aquí le viene su responsabilidad en la imagen de 
una Inglaterra doméstica y por la vida que se realiza 
en estas casas y el gusto a ceniza que deja en la boca, 
y el desagradable mobiliario que contienen ... " 
La presuntuosa y condesceI1diente polémi-
ca era completada por Peter Smithson, que escribió 
un corto e ignorante artículo sobre La casa del Vi-
rrey en la Delhi Imperial (The Viceroy's house in 
Imperial Delhi) en el cual acababa diciendo "Inten-
tar pensar en Lutyens es como intentar pensar en el 
Saarinen más joven: talento envidiable, pero histó-
ricamente hablando, desesperadamente inútil. Lut-
yens fue atrapado en la rueda de su tiempo de una 
manera demasiado fuerte para que a mi generación, 
le fuera posible pensar en su obra sin sufrir ... " 
No es necesario contestar a los ataques de 
los Smithson, porque lo hicieron magníficamente 
Robert Venturi y Denise Scott Brown en el número 
del mes de Agosto de 1969 del RIBAjOURNAL. 
Con el título Aprender de Lutyens, tildaron de 
"condescendientes e inútiles" los artículos de 
Smithson; denunciaron su inconsciencia y sus erro-
res, sugiriendo que el mismo Smithson, por su acti-
tud y dependencia ante el concepto de "los buenos 
contra los malos" de la historia más reciente, había 
sido atrapado por la rueda de su tiempo. " La Seño-
ra Smithson se refiere a aquella mano particular-
mente pesada que los ingleses pueden poner sobre 
el clasicismo, visto desde este lado de Mansart". 
¿Podremos nosotros defender la anglicanización 
del Clasicismo en el terreno de Wren, Hawks-
moor, Vanbrugh, Archer, Adam y Soane vista des-
de este lado de Bunshaft? Pero el aspecto más per-
turbador para nosotros, de estos artículos, es la po-
sición vacía-heroica del arquitecto salvador, que 
menosprecia el desorden y esta seguro de las res-
puestas: "Nosotros (probablemente nosotros, los 
arquitectos) todavía no hemos golpeado a la cabeza 
de esta cultura enferma (sic, que lo haremos)". Para 
nosotros, la lección más importante de Lutyens es 
quizás su tolerancia y su sentido del humor". 
Será otro americano el que haga la primera 
defensa de Lutyens en la prensa popular británica. 
El historiador californiano, David Gebhard, esco-
gió Viceroy's House como tema de su artículo, en 
la serie "Los Maestros Constructores" (The master 
Builders) en el Magazine del "Sunday Times", en 
1972, y llegaba a la conclusión: "este edificio per-
manece como un argumento formidable: un argu-
mento a favor del humanismo clásico, a favor de la 
capacidad del hombre para controlar y al mismo 
tiempo adaptarse a su medio físico y social-y con-
tra los planificadores y arquitectos que, como pie-
zas de estilo desfasadas, continuan adheridos a los 
principios del "Movimiento Moderno" en arqui-
tectura". 
Sir John Summerson desemiente que la re-
putación de Lutyens haya, alguna vez, disminuido 
para su generación, la grandeza permaneció; pero 
cada generación parece que haya querido descubir 
o menospreciar a Lutyens por sí misma. Es obvio 
que, para la generación de vanguardia, que surgió 
en la década de 1950, Lutyens era una inutilidad y 
una amenaza, pero generaciones más jóvenes de es-
tudiantes de arquitectura han redescubierto a Lut-
yens con excitación y placer. U na "Resurrección de 
Lutyens" era un fenómeno palpable en la década de 
1970. Una de las últimas acciones de la retaguardia 
contra esta "Resurrección de Lutyens" tuvo lugar 
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en las páginas del "Times Literary Supplement", en 
1978, por Reyner Banhan. En su fría crítica al libro 
Morality and Architecture (Moralidad y Arquitec-
tura), Banhan cr.iticó a David Watkin por quejarse 
de que Pevsner había omitido a Lutyens en su Re-
sumen de la Arquitectura Europea (An Outline of 
European Architecture) y declaró que "la razón de 
esta omisión podría ser que Pevsner (al igual que yo 
mismo) encontraria disparatada la afirmación de 
Watkin que Lutyens era uno de los dos o tres arqui-
tectos más brillantes y con más éxito que Inglaterra 
jamás ha producido". Watkin contestó "mi impre-
sión es que Banhan se encuentra ahora, en minoria, 
al mantener este punto de vista y que ahora todos 
quieren una resurrección de Lutyens". 
El patrocinio del Arts Council de Gran 
Bretaña, de la importante exposición sobre Lut-
yens realizada en la Hayward Gallery, justifica la 
reivindicación de Watkin. En efecto, Watkin fue 
uno de los primeros en comprometerse a promover 
la idea de una segunda, y, adecuadamente vasta, 
Exposición Lutyens, junto con Colin Amery, Ro-
derick Gradidge, Margaret Richardson, Mary Lut-
yens y el autor de este artículo. Antes que la exposi-
ción pudiera ser una realidad, no solamente había 
que buscar patrocinio, sino salvar muchos prejui-
cios que todavía existían. 
Quizás, lo que de una forma más notable 
convenció al Arts Council para que consideraran 
que Lutyens era un tema más pertinente para una 
exposición arquitectónica que Le Corbusier -con 
grandes posibilidades de éxito popular hoy- fue el 
hecho que, una pequeña exposición de fotografías 
de la obra de Lutyens se realizó en el más improba-
ble de todos los lugares: el Museo de Arte Moderno 
de Nueva York, en 1978. Este fenómeno extraordi-
nario se debió a otro fenómeno, igualmente ex-
traordinario: el aumento del interés por Lutyens en 
los Estados Unidos. Y, era tan extraordinario, por-
que Lutyens es en muchos aspectos un arquitecto 
peculiarmente inglés y, de hecho, muchos escrito-
res americanos intentan interpretar a Lutyens en 
términos de la igualmente significativa resurrección 
del interés por la arquitectura de l'École des Beaux 
Arts, también tema de una exposición en el 
MOMA, en 1975. Los americanos, no obstante, 
tienden a acentuar el trabajo clásico en la carrera de 
Lutyens, mientras que los ingleses son más suscep-
tibles al trabajo romántico, a menudo excéntrico de 
sus primeros tiempos. Pero, da igual lo equivocada 
que pueda parecer la interpretación americana de 
Lutyens, lo cierto es que, el interés americano tuvo 
una importancia crucial en esta historiografía de 
Lutyens. 
Hitchcock incluyó a Deanery Gardens en 
su libro de 1929, ya que era el único edificio de Lut-
yens lo suficiente moderno como para ser incluido. 
Fue la primera vez que Philip Johnson oyó hablar 
de Lutyens, pero su actual interés lo atribuye a Ro-
bert Venturi, y fue Venturi el principal responsable 
de la renovación del interés por Lutyens en los Es-
tados Unidos, antes que su reputación renaciera, de 
nuevo, en Inglaterra. Venturi encontró por prime-
ra vez a Lutyens en el libro de Weaver, Houses and 
Gardens (Casas y jardines), en los primeros años de 
la década de 1960 en la sala de espera de un anciano 
arquitecto de Filadelfia. En 1966 viajó a Inglaterra 
para buscar edificios de Lutyens, y, cuando comu-
nicó a algunos arquitectos ingleses su interés, en 
una fiesta dada por James Stirling en honor de Phi-
lip Johnson. éstos quedaron perplejos ¡está intere-
sado por Lutyens!, se recuerda que murmuraban, 
extrañados. También en 1966, Venturi publicó 
Complexity and Contradiction in Architecture 
(Complejidad y Contradicción en Arquitectura), 
un libro notable, entre otras cosas, por el hecho que 
Lutyens era tratado con seriedad, y, la ambigüedad 
de sus detalles y concepciones era referida varias 
veces. En 1969, como ya ha sido citado, fue Ventu-
ri quién, en compañía de su mujer, Denise Scott 
Brown, salió en defensa de Lutyens en las páginas 
del RIBAjOURNAL. También, durante el cente-
nario de Lutyens apareció un largo e importante ar-
tículo en la revista de la Yale School, "Perspecta", 
escrito por el arquitecto Allan Greenberg, nacido 
en Sud-África. Greenberg havía estudiado en 
Johannesburg, donde el profesor John Fassler con-
sideraba a Lutyens uno de los arquitectos más gran-
des del siglo XX, y un notable clasicista. El primer 
ejercicio de Greenberg en la escuela de arquitectura 
fue dibujar la Galeria de Arte de Johannesburg. En 
su artículo, Lutyens' Architecture Restudied (la ar-
quitectura de Lutyens de nuevo a estudio), Green-
berg realizó un análisis formal de las plantas de Lut-
yens y del uso de los ejes, discutió la mezcla de lo 
"formal" y lo "natural" en sus planos de jardines y 
de ciudad, y, comparó la obra de Lutyens con la de 
Frank Lloyd Wright y Le Corbusier. Al igual que 
Venturi, Greenberg estaba fascinado por las delibe-
radas paradojas y por las ambigüedades que contie-
ne la obra de Lutyens -lo que Summrson había des-
crito antes como su "humor" - así como por las es-
tructuras geométricas que colocó al pie de sus dise-
ños. Greenberg llegó a la conclusión: "como escul-
tores de formas arquitectónicas, Le Corbusier y 
Lutyens no tienen probablemente rivales contem-
poráneos ... Es irónico que estos dos hombres, uno 
de los cuales fue durante tanto tiempo la cabeza in-
discutible del "Movimiento moderno", mientras 
que el otro era un importante símbolo de la reac-
ción, puedan compartir esta gran herencia común. 
Esto resalta la necesidad desesperada de un cuadro 
de referencias más totalizador, que ayude a relacio-
nar la arquitectura de los siglos XIX y XX. La his-
toria de la arquitectura, trabajando con artefactos 
existentes o registrados, no puede ignorar un seg-
mento entero de experiencias. Felizmente, la desa-
parición de definiciones simplistas, características 
de los primeros años del movimiento moderno, yel 
renovado interés por la arquitectura victoriana y de 
Beaux Arts conseguirá esta finalidad". 
Allan Greenberg se convirtió en el princi-
pal intérprete americano de Lutyens como clasicis-
ta; propuso la exposición de fotografías en el Mu-
seo de Arte Moderno y la organizó juntamente con 
Arthur Drexler, que más tarde, fue el responsable 
de la exposición de Beaux Arts y, anteriormente, 
había publicado Complexity and Contradiction de 
Venturi. Coincidiendo con la exposición en el 
MOMA en 1978, tuvo lugar un hecho en Washing-
ton que, también, marcó el retorno de Lutyens. 
Enterados de que la embajada Británica, obra de 
Lutyens, cumplía so años, el embajador, animado 
por Philip J ohnson, ofreció una comida conmemo-
rativa en honor de Lutyens. 
Dos años más tarde, en 1980, le tocó el tur-
no a la India, cuando la Escuela de Arquitectura y 
Urbanismo de Delhi organizó una gran y completí-
sima exposición sobre Lutyens y" La Construcción 
de Nueva Delhi". Así, cuando la exposición final, 
abarcadora de todo Lutyens, se inauguró en Lon-
dres, el pasado Noviembre, el arquitecto llorado 
había vuelto a casa con el fin de ser honrado, final-
mente en su patria. Quizás, podamos ahora con-
temparlo con más objetividad histórica. La época 
en la que Lutyens vivió y trabajó, llena de riqueza y 
posibilidades, está tan lejos ahora como parecía es-
tarlo cuando él murió, pero los años transcurridos 
también, nos parecen ahora un período que ya ha 
pasado y que ha sido, para muchos, de realización 
estéril. La riqueza, la destreza y el encanto de las 
casas de Lutyens no son posibles hoy, y, probable-
mente tampoco hoy deberían ser realizadas, pero 
ya no son inútiles, han dejado de ser una engañifa. 
Representan, un cambio, el auge de la realización 
arquitectónica de un gran maestro y son lecciones 
de un valor eterno. Como John Betjeman decia en 
1951: "¿Qué otros arquitectos han hecho tanta 
obra con tanto poder subyugador y tanto humor 
espontáneo ?" 
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ONWRINGiNG METAPHOR 
FROM CONSTRAINT 
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The profession of the architect is underpri-
vileged. The physician has the mystery of his white 
coat, the relationship to his client as patient, his 
immunity from blame for most of his mistakes; the 
lawyer has the shield of the circularity of any de-
fence against him: redress can only be sought with-
in the law. The engineer has the vast investment in 
his projects, and his apparent objectivity to act as 
his assurance. But the architect, though his profes-
sion is ancient has none of these social privileges. 
There is nothing objective and quantifiable about 
what he has to offer (though it was fashionable in 
the "twenties and 'thirties to claim that he did), his 
mistakes sta re his client and the public in the face, 
and his specific skills are exercised in a domain in 
which everyone pretends to have the right to an 
opinion. 
Like Descarte's common sense, taste -
which is the skill by which we judge the achieve-
ments of architects- is evenly distributed in the 
sense that few people, very few, would actually ad-
mit to having bad taste or agree to having no taste at 
all, no preferences. But -the reader will object-
surely taste isnot the faculty by which we judge ar-
chitecture? Surely we consider first how well the 
building works, how it is put together, how the 
structure is conceived, and only then judge of its 
appearance. Maybe in sorne ideal world. In the one 
we alllive in appearance is the first thing we judge. 
However this is masked, it is almost painfully ob-
vious, and therefore also treated with sorne embar-
rassment by professionals whose claim on the pu-
blicputse should -as they see it- be based on sorne 
sort of accountable contribution. 
This loss of nerve has been attributed to the 
change in the nature of patronage. Once upon a 
time, (the commonplace account goes), there were 
princes and bishops -people who knew their 
minds, who took arbitrary decisions about it, who 
supported individual architects in whom they be-
English translation 
lieved- who have been replaced by faceless com-
mittees in which the conflicts of opinion and inte-
rest inhibit any architect from taking decisions. If 
this were true, the remedy would be simple: the 
authority of any committee should be vested in a 
delegated member of it, and all would then be well. 
But of course the problem is not so simple to locate. 
Sorne of the greatest buildings in the world (Char-
tres and Florence Cathedrals to take two stun-
ningly obvious examples) are the result of a series 
of extended and often contradictory committee de-
cisions. The problem is elsewhere, deeper. Though 
of course there is sorne truth in the committee-talk, 
even if the remedy I proposed would be of no use, 
since the powerful committees which control pu-
blic spending are accountable to larger bodies, 
which are in turn delegated to rule on behalf of the 
general public -that is the mechanism of all parla-
mentary democracy, and sorne other constitutional 
regimes. At alllevels of delegation there is likely to 
be disagreement about what is expected of the ar-
chitect nowadays. 
Yet very few people, however philistine 
they profess themselves to be would actually say 
that it does not matter if any particular building 
going up in a public space or at public expense is 
ugly or not, as they understand the termo And al-
most nobody would admit that what they had built 
was offensive to themselves and that it did not 
matter. What many people in public life would 
contend however is that there cannot be any gene-
ral agreement about whether any particular build-
ing is ugly or beautiful and therefore that the matter 
ends up by being indifferent in accounting terms. 
Judgement about this, they will tell you, is a matter 
of taste. 
There are many variations on this line of ar-
gument, and it is violently opposed by the advo-
cates of consensus planning and consensus archi-
tecture: who argue that matters of taste are indiffe-
rent precisely because people, future inhabitants, 
should 'express' their desires and aspirations in the 
buildings in which they are going to live. And if 
that will offend sorne over-sophisticated sensibili-
ty, surely it is of no consequence in a pluralist so-
ciety. 
Even this rough outline shows that the ad-
vocates of consensus design have a more articulated 
case -at any rate potentially- than those who argue 
from accountability. Taste should be disregarded, 
they argue, not because there are no ways of ac-
counting for it, but because it is a faculty which is 
never in na te, must always be acquired -and is 
therefore alwáys the property of an elite; the taste 
of the few should not be allowed to dominate the 
dwellings of the many. 
And yet when you examine the work of the 
more successful practitioners of consensus: of Lu-
cien Kroll in Belgium, or of the Italian Giancarlo da 
Cario, you will see why they have so often been 
called catalogue architects. In fact, like all archi-
tects to all clients they offer a limited range of 
choice. Volume, site, cost are inevitable constraits; 
variations on standard plan, a range of structural 
and finishing elements are the counters with which 
their clients are allowed to operate. Consensus 
design projects the sort of relation that a private 
client must have expected to have to his house-ar-
chitect half a century ago into the public forum. 
This rather old-fashioned model, if taken as gene-
rally valid, would imply that the architect must set 
up as a kind of listening post to people's wishes 
about their dwellings, which he must try to transla-
te from wish into built form as directly as possible. 
The model further presupposes that all such wishes 
are in harmony with each other, and with any cons-
traints imposed by the community; and it also pre-
supposes that a direct translation between wish and 
built form is operable. 
This is the real flaw. Many people entertain 
an 'ideal' notion of their dwelling which they do 
not expect to impinge on their 'real' house or apart-
mento Moreover the wishes which most people ar-
ticulate are formed in terms of precedent -how 
else? The precedent are other houses, other buil-
dings, other locations. Even when reassembling a 
building from a kit of parts, in a constructional 
game, children will inevitably want to conform 
their construction to a building they have seen and 
experienced. The child who will use a constructio-
nal toy to build something which has no precedent 
will be quite exceptional. Consensus design is the-
refore restrictive of its very nature, since general 
agreement about the extraordinary cannot really be 
expected. Yet the suggestion that the only socially 
acceptable architecture must be quite ordinary 
would be indignantly rejected by most people. 
Although it is more sophisticated than the 
accountability one, the consensus model also in-
volves contradiction, since que social expectation 
of the architect is both higher and lower than the 
consensus supposes. At the lower end, the archi-
tect is still often supposed to perform as a superior 
clerk-of-works, who sees to it that costs remain 
within budget, that site work proceeds according 
to schedule, that water do es not come through the 
roof. At the higher end he is expected to provide 
the social fabric with a whole range of construc-
tions which will ennoble individual as well as co-
lIective action. Since there are no adequate, agreed 
ways in which the second, higher functions can be 
discussed, specific complaints against the architect 
are usually formulated in practical terms. But in 
schools of architecture the impatient young are 
brewing a rebellion. 
They long for a time when architects see-
med to know what they are about. When taste ope-
rate within set and narrow limits imposed by rules. 
A return to the architecture of the nineteen-twen-
ties, the last great age of the pompier seems to pro-
mise an investment in history as a security against 
the vagaries and uncertainties of taste. Ornament 
and history are the new slogans. Modern architec-
ture turned against pleasure by abandoning both 
historical reference and an ornamental garnish. A 
return to these pleasures is the only guarantee for a 
return of architecture to a popular acceptance, for 
overcoming the underprivilege under which the ar-
chitect labours. To state it so blandly is of course to 
expose the weakness of the argumento The with-
drawal of ornament from the architects' ways and 
means was a slow but definite measure. And part of 
the process was a search certainty: a much more 
throughgoing one than the one which we now wit-
ness. It was also con cerned with status. Architects 
had grown to distrust the status of men of taste, of 
purveyors of ornament which had been granted 
them all too rapidly at the end of the nineteenth 
century. The rebuilding of cities in their time im-
plied a rebuilding the society and they eagerly assu-
med the role of social engineers, whose work 
would be the physical equivalent of social recons-
truction. In that guise and talk of taste and orna-
ment seemed too trivial. In fact, the theory of ar-
chitecture as social reconstruction which was deve-
loped in the twenties and thirties made the architect 
leave all formal considerations to one side. When 
you think of the various slogans coined by archi-
tects during that time, none are concerned with 
formal matters. Although Corbusier and Gropius 
insisted on the importance of form, on giving it a 
status in their discussions, yet the conviction that 
formal problems were wholly inferior to problems 
of production, of structural economy were much 
more powerful. There was another, unspoken, 
unarticulated assumption made during that time: 
that because of the concentration on essentials, ob-
jects would reveal their true nature to designers and 
to users. And this true nature would of its own be 
so entirely satisfying, that all formal considerations 
would beco me wholly secondary. In any case, if 
you may reach to essential cup-and-saucer, chair, 
house, factory of whatever -then all problems of 
form are adventitious. The essential is, of course, 
the form itself. It required no interpretation, no 
modulation. In a sense, the electric .1ight-bulb, pea-
ned as the new flower of the twentieth century by 
Henry van de Velde, was the perfect instance of the 
formally neutral yet evidently perfect object. In 
this perspective, all formal indulgence, any com-
plaisance in detail could be seen as obscuring the es-
sential nature of the ideal object to which the desig-
ner should seek to approximate ever more closely. 
It became so much part of the way in which 
architects and designers thought about their work, 
that problem-solving became synonymous in 
many people's mind with what the architect and 
designer did. And yet design as the solving of pro-
blems presupposes that there existed, in sorne epis-
temological space, types of objects, like a chair, ta-
ble, house or whatever; and that these types can be 
reached by the designer's diligent search. Well, if 
there is such a metaphysical storehouse, it is unrea-
chable by any known methods. Design must al-
ways deal with the contingent, and the contingent 
has many aspects to take into account. There are all 
the considerations of the manufacturing process, of 
the physical and financial constraints, but also the 
considerations of social expectation. These last are 
quantifiably irreducible. There are no ways in 
which the complex of considerations which I have 
called social for lack of a better word will escape the 
uncertainties of interpretation. Our troubles are 
tied to the obstinate belief that if only we formula-
ted our method correctly, the type would in fact be 
reachable. Or if you would prefer it put another 
way, that there are ultimate and correct solutions 
to any given design problem. This belief is nouris-
hed by clients: particularly the large commercial 
clients who would certainly like to believe that the 
ultimate flatted factory or rentable office space is 
somehow obtainable. But there is no ultimate anyt-
hing in designo The contingency which always, 
even at the height of design-method folly threate-
ned the integrity of this belief was the presence of 
advertising, of propaganda, of public relations. 
Even the most neutral-seeming client had the occa-
sional worry about the sort of image he/s he or it 
would present to the general publico Hence there 
grew up in the fifties of the century already a whole 
school of office-buildings in which the image regis-
tered by the building on the passer-by became as 
important a consideration as any of the physical 
constraints which were part of the architect's 'limit' 
concerns. Because advertising was treated by many 
critics and polemists as being not altogether legiti-
mate, or at any rate not wholly serious the client's 
demand for a' recongnizable image was something 
which defied rational discussion. Much time has 
passed since then, but there is still no 'rational dis-
course about form in architecture which is accessi-
ble to architects and to interested laymen. In the 
current situations such talk smacks of good taste, 
good taste of elites, and elites of unreason. 
I can exemplify the problem by an absurd 
parallel. Not long ago a composer friend asked me 
if I knew why musicians made so many 3-5 minute 
pieces before World War 11, so many 25-minute 
pieces after 1950, and were now branching out into 
one-and-a-half hour long pieces. Musical critics, 
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he maintained,regarded the subject as a taboo one, 
but it was simply the consequence of the length of 
available discs and tapes. Such physical constraints 
on composers are as unmentionable to musicians as 
(by inversion) the formal constraints which may 
not be discussed in connection with architecture. It 
has somehow been represented that the limitations 
imposed on the architect are of so different an order 
hom those on musicians and poets --or even sculp-
tors- that drawing parallels between the activities 
of architect and musician was merely frivolous. 
And yet, I would suggest that there is a parallel, 
and that it is well worth making: since the activities 
of both are con cerned with wringing metaphor 
from constraints. 
Constraint is always the fuel of interpreta-
tion. There is no unconstrained arto Where cons-
traints seem marginal, the nature of the activity will 
be to devise and impose them. The free admission 
of the need for formal constraints in the architect's 
work has yet to be made. It must be an admission 
which will be free of any provisos about 'function' 
and 'production'. The admission that the architect 
operates formally and that his rightful place in the 
social fabric is due to his skill in doing so, has to be 
made a new, and made assertively. Such skills are 
not, expect obliquely, a matter of taste. 
Le tacte dans /'audace was what Cocteau 
called taste. The assurance is well worth acquiring. 
Architects had renounced it in their search for a 
higher place in the sun as social engineers or mas-
ters of production or whatever. And now the archi-
tect has to reinterpret his role in a new guise: he has 
to apply to the community of cultural discourse for 
re-admission. Architecture requires a hard formal 
discipline which will bridge credibly the gap which 
has developed between good intentions and indif-
ferent, anonymous buildings. The whole panoply 
of structural sophistication and economic ingenui-
ty, of elaborate services has to be subsumed, har-
nessed to a desirable, and a finite end: the creation 
of a rich and a stimulating environment. 
Joseph RYCKWERT. 
AURELIO GALFETTI 
INTERVIEWED BY 
MARTÍN DOMÍNGUEZ 
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The "Tendenzen" exhibition organized in 
1973 by M. Steinmann and H. Ronner, from the 
Institute of History and Theory of Architecture in 
Zurich, starts the international reputation of the 
Swiss-Italian architects from Ticino. It would be an 
exaggeration to try and collect all these often con-
tradictory works and languages in a kind of 
"School of Ticino". Notwithstanding, thanks to 
the close personel relations linking architects like 
Snozzi, Botta, Galfetti, Vacchini, Ruchat, Giano-
la, Reinhart and Reichlin among others, as much as 
to the vigorous debate about all the aspects refe-
rring to architecture, not forgetting the indisputa-
ble quality of the built work, one can say that the 
Ticino architects did carry out a lot of what in other 
places (like in Italy), was discussed during the last 
decade and even today. The impact of this exhibi-
tion is due to the high quality of the works and pro-
jects presented there. It should be recognized also 
its polemical dimension, like in the works of Rei-
chlin and Reinhart, or in another less historical sen-
se, the projects by Snozzi and Botta. But if "Ten-
denzen" was a success that is due in great part to the 
unforgettable presence of a swimming pool in Be-
lIinzona by Galfetti, Ruchat and Trümpy. This 
swimming poollives forever in our memory, re-
presenting in a certain way all the work of the Tici-
no architects. 
Notwithstanding, Aurelio Galfetti is still 
looked upon as a sort of enigma. To talk about Ti-
cino is, for many people, to talk about Mario Botta 
or, to others, according to the personal tastes, 
about Bruno Reichlin and Fabio Reinhart. Snozzi 
is often invited to lecture all around Switzerland. 
But for many people Lio Galfetti is the architect 
who, together with Flora Ruchat, builds in Bellin-
zona a swimming pool which we like so mucho And 
that is all. 
More for a matter of curiosity than in order 
to put a remedy to this ií"ndeniable uáfairness, we 
decided to visit and interview him. We did see im-
mediately that he do es not like recorders, 
saying that before this dangerous gadget he is af-
fraid of saying silly things. He is not a show mano 
He is not a magazine hero. And in spite of all his 
protests, he is not a fool nor a nalve person, as you 
can judge by yourselves. 
QUADERNS. Talking with José Luis Ma-
teo and Eduardo Bru in Barcelona we did think 
that it would be interesting to discuss with you so me 
of your works for publication in Quaderns. Your 
projects are less known than the projects by Vacchini 
or Botta, what seems to us very unfair. 
GALFE'ITl. I don't think it is so unfair. I 
don't know if I have got anything here that may in-
terest you, but I will show you everything you 
want. 
Let us see if it is interesting or noto I have 
the feeling that you have done much more than a 
swimming pool. I admire your psychiatric hospital 
in M endrisio, which I have visited a couple of times, 
as well as Rotalinti house which I know only by 
photo. But there is a question I would like to discuss 
with you. I think one can find an important change 
in your works since the second half of 70's. It looks 
as if you abandon certain preoccupations which did 
motivate the swimming pool and the 'hospital for a 
more historicist theme. 
I don't agree entirely with what you sayo 
Although there was a change I don't think we can 
talk about a break. The old preoccupations remain. 
We could talk about an evolution. Or even about a 
preoccupation for other aspects which are also im-
portant. Anyway, in my opinion there is not an ex-
clusive way of making architecture. 
Do you refer to a possible acceptance of 
eclecticism as a method of projecting? 
I wouldn't go so far as to talk about eclecti-
cism. It would be pretensious. 
I have a feeling that the Rotalinti house was 
very importa ni for you and for the whole later evo-
lution in the Ticino. Its references are very clear, 
and it seems to me ... 
Yes, this was for me a very important start-
ing point. It was my first work, when I had just fi-
nished college in Zurich (1960). I didn't know what 
to do and I did.stick by Le Corbusier. Le Corbusier 
was my first love. I din't know what was a detail or 
what was concrete. T oday the house becomes a 
beautiful ruin in the landscape. I did copy withpa-
tience. Except the shape, as I tried rather to live his 
way of thinking. The important principie was con-
tradiction. I did regret my attention to his houses 
with load walls. The spaces did open only to the 
front and back fa~ades: I thought then that 1 was 
building the fourth Bellinzona Castle. A fourth im-
portant object isolated in the hills over the city. 
Searching a virtual relation with the three old cas-
tles. 
That idea of wanting to build a castle ... 
Yes, but I was lucky, becaiIse the house did 
remain isolated. It was not surrounded by other 
houses, as in the case of Mario (Botta). In Cadenaz-
z~ other small houses carne close, what did dispute 
the validity of the original idea. It was not Mario's 
fault, but the others'. Mario looks for the conscient 
polemic with the other neighbouring buildings. 
What does interest him is the relation of the archi-
tecture with our landscape. He rejects the specula-
tive cottages as a point of reference, to give impor-
tance to the natural landscape or the old valuable 
buildings. 
The culturallandscape so. 
Yes, that's it. But in the house in Caslano 
(1977) I tried to do the opposite. Notwithstanding 
I don't think I did leave my first preoccupations, 
because the place is completely different. It was not 
a site in the hill surrounded by castles and over-
looking the city. It was a site in a suburban area. So 
I had to conceive a house for an urbanization and 
not for an important naturallandscape. 
I did not want a break with the neighbour. 
I am not strong enough to tell the others they are 
foolish. 
But they are, as they are ruining your beau-
tifullandscape. 
Yes, of course. Really they are foolish. 
And I admire the strenght of Mario. The house 
looking for a relation with the sky and with the 
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ground ... AII that's alright. But this time I could 
not ignore the others. You probably remember 
that Le Corbusier did strike off all elements which 
did bother him in the illustrations in "Vers une Ar-
chitecture". But reality is more tough. In the 60's 
we had a h:ope that our houses could remain iso-
lated, like objects in the landscape. But today we 
know quite well what is the cottage suburb of 
Ticino. 
But you did not build a cottage in Caslano. 
No, of course noto I did refer here to the 
traditional Mediterranean house with a patio. I did 
close the sight in order to put inside the space an 
entry element and a house defining interior gardens 
which could evoke the traditional patios. The out-
side was done by me. But I had to renounce to the 
internal spaces. The client did want to have a hand 
at it. 
I would like to say also that this house is the 
product of ten years of contact and work with Li-
vio (Vacchini). But to build traditional elements in 
steel changes completely its contents and shape. 
That's a very interesting matter. Ido agree 
when you '!!ay that a change in materials changes the 
meaning of the traditional shapes. Something new is 
created almost automatically. It is a very easy game 
at the first sight that Vacchini has worked with so 
much mastery. But this does not explain me as yet 
the reason for retuming, in your case, to these tradi-
tionalshapes. 
It's very simple. After the master's death 
(and all of us admiring Le Corbusier did caH him 
so) we have lost our point of support. One had to 
start again. Tofindone's own way. Itwas then that 
we did start to give more attention to the historical 
elemento 
But it seems to me that you do it in a very 
different way from the polemical historicism pro-
claimed by certain works of Reichlin and Reinhart. 
Yes, very different. I don't posess the pro-
found knowledge of Fabio and Bruno. Moreover, 
they are more skilful than I amo Anyway I don't 
share their polemical mind in this sense. I think that 
it's not enough to make historical references but 
that we must develop a style of our time. 
Livio could translate what we had seen wit-
hout falling in the kitsch. Certainly you remember 
his gymnasium in the "Ai Saleggi" school in Locar-
no. 
lt seems very interesting. If you agree, I 
would like to talk a bit about your personal evolu-
tion beca use between Rotalinti house and the house 
in Caslano may things have happened. 
You are right. When I finished college and 
did return to Ticino, there were architects vcry im-
portant for us, like Tami or Carloni, working in the 
line ofWright. Snozzi had started too, although his 
course was a bit different. We, the young, did think 
Le Corbusier could give us an identity because he 
was different from what was done here in those ti-
mes. We did rivet our attention to Brera from Ge-
neva, and to Studio 5 in Berne, architects working 
on the line of Le Corbusier. The Rotalinti house in 
1961 belongs to this first epoch, as we have said. 
Moreover, we did build the primary school in Riva 
in 64 with Flora Ruchat, and others in Biasca and 
Viganello. AIso with Flora and Ivo Trümpy we did 
carry out the project of the Bellinzona swimming 
pool, finished in 1970. 
This last work is the best known among all 
yourwork. 
We did try here to conceive the swimming 
pool as an unitary intervention in the landscape and 
not as a series of elements different from the pró-
grarnme grouped in a shape more or less correspon-
ding to the functional prerequisites. Le Corbusier 
talked about the Roman aqueduct as an element that 
though overcoming the scale of the neighbouring 
houses does not destroy but rather emphasizes the 
qualities of the place. We did as sume so the posi-
tion of using the programme as a pretext to propose 
an intervention which did not intend to integrate 
with the place but rather did endeavour to give the 
place a stronger identity. Moreover, we did think 
that the passage-way uniting and organizing all the 
elements of the prograrnme was a public, walking 
element, belonging at the same time to the system 
of walls defining the Bellinzona perimeter since the 
Middle Ages. We did build, if you want, a frag-
ment of wall. 
This matter of the walk explains a/so the 
choice of materials. 
Yes, the concrete passage-way supports al! 
the weight of the building. Booking offices and 
cloak-rooms hang from it, using steel and other 
light materials which do no touch the ground. As I 
have told you before, the principIe was contrast: 
building/landscape; concrete/ stee!. 
After the Riva school Mario (Botta) arri-
ves. It was Mario who did bring us to Italy the dra-
wings based in the 45° angle. I did start then to use 
the 45° in my projects. It did produce very beauti-
fuI drawings but in the Bedano kindergarten in 
1970 this solution did al!ow us to achieve some-
thing more than an interesting drawing, and more 
than the reference to the work of Mario and Kahn. 
I had always been preoccupied by the problem of 
the relation with the pre-existing elements. This re-
lation did interest me more than the object in itself. 
Here the 45° drawing produces a smal!er scale as it 
breaks the large lines. Instead of a block it did 
achieve a series of articulated vertical volumes co-
rresponding to the morphology of the vil!age hou-
ses typical of the Ticino. 
This relation is quite clear in the photo of 
the whole. But one can see also that the precision 
and grace of the building using modern materials 
did still interest you. I refer to the metallic carpentry 
work seen in these photos of Bedano or those I have 
seen in the M endrisio hospital. 
I have always been interested in the preci-
sion of the drawing in the details. It is an aspect qui-
te Swiss. 
We should explain it better. Your carpentry 
work is very thin. lts grace and slenderness makes a 
great contrast with the heavier details of metallic 
carpentry work we 'are used to see in other parts of 
Switzerland. 
That 1 don't understand. For me, the meta-
l!ic carpentry work must oppose its small and slen-
der profiles to the weight of the other materials. 
Otherwise it is lost the contrast and the notion of 
what means to combine two so different materials 
like concrete and stee!. 
About the Mendrisio neuro-psychiatric 
hospital (from 1969 to 1974) you did mention, I 
could say that it is a kind of combination between 
La Tourrette, with the attitude of opposition to the 
landscape it shows, and the 45° of Mario. The dra-
wing is very complicated and today 1 would make it 
simpler. But as it was our only work, we had much 
energy. 
I don't think the drawing is so finical as you 
sayo I think it's rather an elemental relation with 
nature. Notwithstanding this actitud of combined 
opposition with a bit of the 45° did rise some criti-
cism because of its "aggressiveness". The question 
should be if this shape or attitude is the more ade-
quate to the so affected patients as the ones they 
have there. 
I don't want you to think that I ignore alto-
gether this aspecto At that time I was much influen-
ced by the writings and the work of Basaglia, a doc-
tor who did revolutionize completely psychiatry in 
Italy. Today the madhouses are being closed. After 
68 they did not want to build institutions of this 
kind, favouring as much as possible a more ambu-
latory treatment. We thought then to make a kind 
of hotel or retirement place. It was something 
much more open to less affected patients. Today it 
is completely closed with the people more dange-
rously il! there. It was a later administrative deci-
slOn. 
But coming back to the building, we did 
propose a tough, closed outside, in concrete, con-
trasting with the lighter and more open interior in 
steel and glass. In a certain way the Mendrisio hos-
pital and the Rotalinti house express the same ideas 
at different levels. (Also I must tel! you that to have 
a very coherent or premeditated work does not in-
terest me too much.) Notwithstanding, these two 
works fol!ow die same parto Both are very tough to 
the outside, dialogizing with the landscape, but 
they open themselves to the inside. The inside spa-
ces of Rotalinti house, as can be seen in its section, 
are quite free. It is the same discourse. It is also re-
peated the theme of the garden or rather the patio 
between the building and the hil!. , 
So the Mendrisio hospital was the work 
summing up these first phases of your professional 
life. 
It was also the last phase. Later on, in 1976 
it happened to me what we could cal! "le débkle". I 
have done a house which helped me quite a lot to 
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leave the profound crisis through which I was 
going. Close to a church I wanted to build some-
thing giving the impression of having been always 
there. This is impossible. Whatever we do must re-
flect our time. Otherwise" what could it be ... 
I think Mario has told me about one of your 
works being somewhat odd. 
And dont't dare to ask what is it or where is 
it, because 1 wouldn't tel!. 
We/l, Lio, you mustn't exaggerate. 
No, I do not exaggerate. It was a total 
kitsch. I was not able to go beyond the studio leve!. 
Reichlin and Reinhart were not able to take the step 
either. They use the traditional but are not able to 
do something belonging clearly to our time. The 
Tonini house or the Sartori house in Riveo are very 
intel!igent works by very intel!ectual and eclectic 
architects. But with their great hability to handle 
the shapes, they hide the difficulty of jumping from 
knowledge tO inventiveness. 
I quite agree. It is not enough the historical 
reference. We should forget a bit the original scene 
of the modern movement in what regards history. 
Otherwise, this preoccupation becomes an obses-
sion, the complex pdralysing uso We would only 
walk with the historical references on the jacket like 
war medals, like a kind of intellectual visa. We must 
not forget that, besides knowing history, we are 
condemned to make it. 
A good instance of how knowledge shapes 
the spirit of creative inventiveness is given by the 
master. Le Corbusier recognizes and learns from 
the classical architecture without fal!ing in the'his-
toricism. He looks at history with eyes very diffe-
rent from Rossi's eyes for instance. 
I beg your pardon to interrupt yo u, but 
what do you think about Rossi? 
Rossi's trouble is that the constructive pro-
blems do not interest him. Looking at the Modena 
cemetery or at the Galaratese cemetery, 1 am sure 
Rossi did not go beyond the 1 :100 in his drawings. 
I don't mean 1 am not aware of the very important 
theoretical and poetical contribution of Rossi's 
drawings and writings. Al! of us owe him a lot. 
N otwithstanding for me architecture cannot afford 
bad quality in building. 
The same cannot be said about Reichlin and 
Reinhart who work now with Eraldo Consolascio 
and Marie Claude BétTÍx. 
Yes, they build better. They are very ski-
l!ed. Only their way of translating the historical 
knowledge to the project seems to me too direct 
and literary. 
On principie I agree with you. The projects 
of this group interesting me most are those where 
the historical dimension is less obvious, where the 
work prevails less, as in their competition to the Lu-
cerna railway station. 
But before leaving Rossi to come back to 
what you were saying about Le Corbusier, I wan-
ted to ask if you know the work of Chillida. 
Yes, 1 admire him mucho 
I did ask beca use Rossi ascribes to classical 
architecture the function of remember us, at the 
Quatremere, from the first moment of constructive 
solution to the problems facing man when he did oc-
cupy and live in a landscape or territory. The Ro-
man architecture joins with its conception of the a 10-
cus", or humanized territory; it seems to me an 
exaggeration to want to ascribe the Romans exclusi-
ve rights in this field. 
Each epoch must find its own way of ex-
pressing itself, as we said before. 
On account of that I did ask if you know 
"the winds' comb" by Chillida, in San Sebastiano 
1 have only seen sorne photos. 
I have the feeling that, in marking with these 
oddly antrophomorphical figures the exact point of 
the coast where the fury of the Cantabric blocks the 
passage to man, Chillida remembers us, with the 
same eloquence of whatever example of the classical 
architecture, what does the "Iocus" mean. He 
marks again the earth with the strength of a pro-
foundly primitive gesture, a gesture which is caused 
by the very forces at the origin of all human crea-
,. tion. They are forces which urge us to create, as 
Kahn said so often. They appear in the [irst moment 
of our human history, but they still reappear. The 
historical dimension, seen in this manner, becomes 
past and present at the same time. 
1 think it is precisely this what Le Corbu-
sier tried to do in architecture. And in order to be 
able to create, Le Corbusier looked at the classical 
architecture in a very different way than the histo-
ricists. I prefer the way of talking of the classical 
which remarks that this architecture is millimetric 
precision. There is something profoundly exciting 
when we see the shadow projected by the moul-
dings in the Doric column. Le Corbusier is well 
aware of the importan ce of the constructive preci-
seness in classical architecture. This preciseness 
contains all creative eagerness and everything las-
ting in Classicism. 
That is why you say that architecture does 
not forgive bad quality in building. 
That is so. 
But the classical architecture is also recogni-
zed by its more general compositive rules. 
So it is. Classical architecture solves the 
problem of the contact with the ground and with 
the sky with roof and socle, as in the Campidoglio, 
with the fac;ade wall smetrically between these two 
elements. Le Corbusier does the same in Poissy, 
but with a total freedom. Poissy, without the sha-
pes that define the roof, would be awful. We can-
not imagine either the Unités without this crown, 
which is a version of the classical roof. In order to 
translate knowledge into inventiveness one must 
arrive to the profound base of the rules. To takethis 
step means to invento And it is the search which 
allows one to discover. 
But not everybody can invent or discover 
contemporary personal styles. There are no recipes 
to inventiveness. 
I don't trust easy recipes. I am much more 
interested in the enigma. And I have no interest at 
all in hiding my difficulties and even my poor 
skills. 
Bellinzona, 24th April 1982. 
Martín DOMtNGUEZ. 
THEORIES OF 
ARCHITECTONIC 
INTERVENTION 
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I would like to start by establishing a frarne 
of references in which it would be possible to un-
derstand the subject of architectonic intervention, 
as it seems to me that the first difficulty lies pre-
cisely in the vagueness and imprecision of the term 
"intervention" and I would almost say that it has 
practically two meanings: first, in a general sense, 
when we talk of intervention, one should under-
stand whatever kind of actuation which could be 
done in a building or in an architecture. The actions 
of restoration, defense, preservation, maintenance, 
re-use etc., all could be designated by a term utterly 
general which would be precisely the term "inter-
vention". This could be the first meaning from 
which I would establish three different moments in 
the ways of understanding the types of relation 
which can be established in the work already built 
in order that it may go on with sorne kind of vali-
dity. Secondly, with a more restricted and specific 
meaning, the idea of intervention would contain 
the criticism to the other former ideas,. that is the 
ideas which would translate intervention as resto-
ration, maintenance, re-use, etc. There is so a con-
flict, that of the interpretations. In fact the whole 
problem of intervention is always a problem of in-
terpretation of a work of architecture already exist-
ing, because the possible ways of intervention are 
always ways of interpreting the new discourse the 
building may produce. An intervention is to try 
that the building should say something in a certain 
direction. According to the way the intervention is 
carried out it will go in a way or another. That the 
intervention means interpretation and these inter-
pretations can be several is proved even by this ter-
minological verietyunder which the problems of 
intervention ussually appear. I have already told 
that when one talks of restoration, defence, main-
tenance, re-use, preservation, etc., these concepts 
do mean different things, but sometimes they are 
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judgements hiding themselves, and behind every-
one of these concepts there is really a whole con-
ception of intervention in the building and of the 
interpretation this intervention rises. Intrinsically 
it seems to me that I am saying something very sim-
ple: that if intervention is a term utterly general, 
one must consider the ways of intervention as dif-
ferent ways of iQterpretation. I would like to talk 
today about these interpretations, these different 
translations of the idea of intervention produced 
since architecture is a reflexive activity with a con-
ceptualization general enough to take in hand this 
problem. 
The first moment when the intervention 
presents itself as a problem demanding a certain 
kind of theorization and so a definition about the 
relation between the intervention and the existing 
architecture, is, doubtless, the moment of classi-
cism. It is the moment started with the Renaissan-
ce definition of architecture, as in everything oc-
curing before, the relation between the interven-
tion and the building already existing is actually 
an absolutely unpremeditated relation. A relation 
in which there is no consideration at all for the ac-
tual condition, except being a sheer material base 
on which one can arrange a new architecture. What 
does happen in the Greek, Roman architectures, 
and in even previous architectures, is that the build-
ing is done over other previous architectures, with-
out more considerations, or the architectures are 
used as simple slOne-quarries, as a simple quantity 
of available material s to carry out a new architectu-
raloperation. In whatever case there is no historio-
graphical consideration about the value of the exis-
ting building but only the simple material consi-
deration of the building as a support of a new ope-
ration, always thought out with a new drawing, or 
as a sheer material condition for the construction of 
another building. The example of the buildings, the 
Acropolis of Athens, where the edifications supe-
rimpose themselves without any previous referen-
ce between themselves but as topographical condi-
tions, would be a very clear example of this model. 
As another situation is the sheer addition, without 
any consideration or a reflexion on the existing 
building, which is everything the Medieval archi-
tecture can offer uso In its pro ces s of juxtaposition, 
Medieval architecture sta tes that there is no cons-
cience as a reflex of the meaning or of the difference 
which may exist between the already existing archi-
tecture and the new operation. Because of that the 
history of the construction of the cathedrals is al-
ways an operation of juxtaposition, in which no 
critical condition at all appears in the moment of in-
tervening on the already started structure or on a 
structure aiming to a certain logic, but they supe-
rimpose with the utmost violence and without any 
kind of previous reflexion a new structure over the 
already existing architecture. 
This reflex condition does appear, for the 
first time, in the moment when there is a conscience 
of history or, if you want, in a 'very schematic, al-
most mythical way, the awareness of the difference, 
that is, that there is a past and a present and that the 
conditions of the past are different from the present 
and so the intervention must take them into ac-
count, in favour or against, lO assume them or to 
outstrip them: this is precisely the Renaissance si-
tuation. An extraordinarily schematical, sheerly 
dualistic awareness of history, in which there is a 
mythicized past which is Antiquity and another 
gloomy, negative reality which must be rightly 
conceived as the counter image of that positive rea-
lit y embodied by Antiquity, which is the whole 
reality of the city and the Medieval construction. 
The nuova maniera, proposed by the Renaissance 
artists, is a way of awareness about that Antiquity 
with all the elemental and un-analitical character 
that this supposes but it is already away of standing 
up to certain architectures to qualify them negati-
vely and others lO qualify them positively. 
What does all this mean? It means that for 
the first time the actuation of architecture is set up 
from a critical consideration with respect to the 
place where the intervention is done and the condi-
tions this place presents. The problem of the con-
formitas, that is coherence or incoherence in rela-
tion lO the existing conditions, is the central ques-
tion in the architectonic interventions produced in 
an already existing landscape. I would dare to say 
that this problem of the conformitas, that is, the cri-
tical reading of the existing in order to define a way 
of intervening in it, is characteristic of all classical 
architecture. In fact it means the possibility of ma-
nifesting itself as such and manifesting itself in the 
universality of its project. In fact the intervention 
over a built reality presented by the Renaissance ar-
chitecture is an intervention done in order to unify 
the totality of the space as a stage setting of the hu-
man life. That means to unite under this project of 
unity the diversity and the displacement, the multi-
plicity that the ancient city and aboye all the Medie-
val city did offer. The interventions, punctual or 
more intensely unitary, always mean the attempt to 
make a new reading of this already existing built 
reality in order to interven e on it with a specific 
tool which is the project of architecture in order to, 
through this intervention, attain the unification on 
the city space. 
As a very characteristic example I would 
like to quote, through sorne images, a project of the 
Renaissance starting moment, very meaningful of 
this way of critical reading of the existing physical 
reality. I allude to one of the first works by Alberti, 
being in fact an intervention on an airead y cons-
tructed building. It is the intervention over St. 
Francis church, in Rimini, in order to build what 
should be the solemn temple of the Malatesta fami-
ly. As we know, this never concluded building, 
was not erected with a new dr;wing but over the 
base of a church with a Lombard structure with an 
only nave and lateral apses and Alberti's interven-
tion is done over this existing structure. The first 
thing calling our attention is that although Alberti's 
intervention is awfully contusing and strong as re-
gards the previously existing structure, in fact this 
intervention is carried out restricting itself to its 
previous physical structure. The change by Alber-
ty, though, is a change tending to alter its global 
meaning in the sense of introducing a whole new 
proportion system and a whole new connotations 
system. The pretentions of Alberti are more or less 
known from a medallion made during the cons-
truction in which it is given an image of what Al-
berti in tended to achieve in this intervention on the 
old building of Sto Francis church. In fact he 
thought to change the longitudinal space of the pri-
mitive church with an operation which would deci-
dedly centralize it under a great dome, clearly ins-
pired by the pantheon with an involvement with 
the whole problem of the definition of the central 
space as a desideratum, as a optimum model in 
church construction. But also this operation is 
done with many subjections as for instance the the-
me of the elevation of the building level in relation 
to the ground is not produced but Alberti condi-
tions the generic model which he tries to develop 
here to the concrete conditions of the airead y exis-
ting building to the level in spite of the triumphal 
arch with a triple H which originates the composi-
tion of the fa~ade being elevated over asocie and on 
the contrary the central door is broken in relation 
to this socle, in a way producing a manifestation of 
the previous conditions of the building. AII this in-
troduces a tension between the ideal model, which 
is the model of the temple over asocie, from which 
the theme of the triumphal arch in the main fa~ade 
would start or the theme of the Roman arches in the 
lateral fa~ades would be opposed to the much more 
direct relation the pavement of the old church did 
offer and which really is maintained in this inter-
vention precisely as one of the elements which 
allow to identify the dependency that this so po-
werful intervention operation over the existing 
building has caused. This tension is also clear in the 
wish to maintain the double lateral wall structure in 
a way that the juxtaposition was clearly expressed 
without pretending that the new structure would 
make disappear the old one or on the contrary pro-
voking apure collision; the refinement of this in-
tervention lies in the overlapping with all its contu-
meliousness, with all its exacteness, the new model 
to the existing building, modifying it clearly, chan-
ging its meaning but not annihilating it, not den-
ying it altogether. 
What does interest aboye all is to see in this 
example an extraordinarily powerful way of inter-
vention produced in a cross-way of problems. On 
the one hand the problem of the mimesis, that is the 
problem of the recreation of an architecture which 
is called upon to help the new operation. This is the 
classical architecture, as a great unitary block, quo-
ted in the theme of the dome, of the fa~ade inter-
preted as a triumphal arch, etc. But, on the other 
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hand one must see the complete creative operation, 
the translation in a certain way of this mimetic 
operation, in the moment when this must be pro-
duced over a previously existing reality. Let us say 
that we are facing a kind of intervention produced 
from the security of a new language. From a lan-
guage presented as absolutely closed upon itself, 
having its own connotation system, having its own 
syntax, but that in the moment of intervening does 
not intervene in the void but intervenes over the ar-
chitectures of an existing city in order to subdue 
them and inclose them in this unitary project that 
the architecture of Classicism demands. 
It seems to me that the general problem 
presented in the architecture of the Classicism and 
its intervention on the existing buildings is the pro-
blem of an intervention carried out from the securi-
ty and consistency of a so well defined project that 
it knows its in tended purposes. Evidently this may 
be said in a mainly radical way by examples like the 
quoted one, while certainly the history of Classi-
cism will offer us a more diversified choice of situa-
tions than this one, which should perhaps be almost 
considered as a limit situation. Not only the cases 
as this so contumelious and, we almost should say, 
so totalitarian intervention of the new structure 
over the old one but also the situations of greater 
contamination, the situations, we should say, of 
hybridity which are produced in contemporary or 
later examples, in which the dialogue with the Go-
thic is a much less monopolizing, much less po-
werful dialogue, that in sorne projects it allows to 
be penetrated in a stronger way by the old structu-
re. All this dialogue, though, is produced a'¡ways 
from a position having an universe and defined 
purposes which are the building of an homoge-
neous city. So, the purpose of the Renaissance ope-
ration would define a first mechanism in which ar-
chitecture is an intervention tool having in itself its 
own consistency facing and debating itself against 
the existing structures, but not to respect them in 
their diversity but, anyway, to unite them in a pro-
ject of city which must have an unity by itself. Evi-
dently this is the most important architectonic mo-
ment as far as the new architecture, the nuova ma-
niera, has "the ball at once' s foot", has all power 
and security at least until the mannerist doubts or 
the barroc anxieties come to entangle things. Ar-
chitecture has all the security of a project establish-
ed from the beginning which anyway allows itself 
to dialogue more or less with the existing one but 
without ever renouncing to the unity of this project 
with which the Gothic city is faced. 
A quite different situation on the other 
hand is the one offered by the moment when inter-
vention is changed into restoration. In his defini-
tion of restoration, Viollet-le-Duc compares the 
problem of restoration with the development 
which in his time had the positive sciences like 
compared anatomy, linguistics, anthropology, 
geology, archeology; for Viollet all of them are 
works of dissection of different areas of reality in 
order to classify them and arrange the knowledge 
on the base of taxonomical operations, that is 
morphological classification. AIso architecture has 
got the possibility of carrying out similar opera-
tions through the positive knoledge of its past. We 
think that behind Viollet's thought there is all He-
gelianism that in the culture of the nineteenth cen-
tury positivism means to understand the historicity 
of all reality and the possibility of understanding 
that reality only historically. 
How does the relation with the previously 
existing buildings define itself? It is not defined 
from the security of a previously established pro-
ject but from the neutrality of the positive defini-
tion, that is from the polyvalence, from the multi-
plicity of the inside logic offered by this positive 
knowledge of the architectures of the pasto To Vio-
llet our relation with the monuments of Antiquity 
or whatever existing building, must come out from 
a logical operation understanding its own discour-
se. Not a discourse imposed from outside but, on 
the contrary, being the result of listening the voice 
materialized in a certain architecture. As from the 
concept of restoration the intervention in the buil-
ding would be produced not as an invasion from a 
previously established project, like in the Renais-
sance intervention, but, on the contrary, one 
should start from a kind of previous suspension of 
any judgement, from a situation of absolute neu-
trality of the architect in relation to the existing 
building so that the building should manifest by it-
self and should talk from itsown reasoning. This 
should be the way, the method, to achieve a just 
possibility of making the most of any previously 
existing building. As everybody knows, Viollet 
says that phrase which has afterwards so much ex a-
cerbated later restorers- that restoration is not pro-
perly to clean the building or rebuild it as it was, 
but in any way to finish it as it should have been. 
For Viollet the problem of restoration is not so 
much a problem of historiographical fidelity, in or-
der to place again the stone where they were or to 
finish the project as it had been projected but, any-
way to allow that the building, from its own logic, 
the logic of style, should finish itself, should manif-
set its inside consistency through a restitution ope-
ration of that inside transparency that the styles 
hold or have held along the times. 
This conception, in spite of the abuses and 
the possibilities of pastiche architectures that have 
been produced, has a greatly interesting element, 
which is the introduction of the positive culture 
and the understanding that the previously existing 
building already has by itself a logic and that any-
way it is convenient to let this logic speak not try-
ing to overlap on it a different discourse. Any-
way, the problems of restoration are the problems 
of conflicts, in the case of buildings which are at the 
same time very different things, because then it will 
be necessary to decide which is the predominant 
structure, which is the fundamental source over 
which the building is mounted in order to do with-
out all those things which would be secondary or 
disproportionate,keeping anyway the more po-
werful internal law, which should dominate the 
restoration operation. 
Consequently in this moment restoration 
is the opposite of the active intervention of the ar-
chitect:it is to let the building talk by itself and be-
lieve that there is already in the building a logic 
which anyway has the potency of its possibility of 
complexion and plenitude. Evidently this is the un-
protected attit)lde that the Hegelian esthetics did 
characterize precisely as the end of the art as a crea-
tive product of the spirit. If Hegel did speak about 
the death of art as a characteristic of modernity, in a 
certain way Viollet would be its best testimony as 
far as more than one operation of artistic creation 
or new architectonic contribution, of what would 
be dealt in the restoration, would mean to be mid-
wife of the building itself. The restoration opera-
tion is to make the building say what it has inside 
and so a fundamentally technical, more than creati-
ve, operation, sheerly a help, a clarification, a dis-
tinction, of analytical work so that the building 
may speak by itself and in a way it may explain alo-
ne how it should be finished. 1 repeat that this is a 
condition anyway enormously meaningful of the 
distance and the difficulty from which one can still 
refer to architectonic creation. Because here archi-
tectonic creation retreats as such, does not offer a 
counter proposition but, on the contrary, presents 
itself only as a technical possibility to develop what 
already previously exists. It is the historical anxiety 
befo re the impossibility of disposing of a collective 
programme through architecture, justifying it, 
what in this case makes restoration a sheer technical 
faculty. 
But it is curious that, almost simultaneous-
Iy or with a short difference in time, we assist still 
to a more difficult or more afflicting distant propo-
sition as regards every possible active intervention 
in the building in the propositions of John Ruskin, 
a contemporary of Viollet. The attitude of Ruskin 
means not only already a denial of a counter propo-
sition to face the existing building, but even the de-
nial of any positive action facing the existing buil-
dings. The work of art is an intangible work and a 
survival of a great shipwreck which is necessary to 
preserve in the best possible way. Nothing can be 
done to complete, ameliorate or put it in evidence. 
The only possible thing is to keep its remains, while 
they survive, but not to touch them nor to try and 
extend its life beyond what their own forces my of-
fer. 
Ruskin's proposition is enormously im-
portant, because, as I will explain immediately, it 
has been a greater influence than anything else over 
the conception of architectonic intervention in 
contemporary times. 
The work of art is presented as a trace of a 
moment in which artistic creation did not exist as 
24 
yet. Viollet and Ruskin did coincide in the lucidity 
of knowing that the time of artistic creation Is a pe-
riclitated time, and with that both were profoundly 
Hegelian. But what in a case should be a kind of 
forceps, a help so that whatever did still remain of 
that creat¡"on could come to maturity while in the 
other case it is not a forceps anymore but rather a 
condom, that is, something avoiding only the des-
truction of the germs which could remain from that 
work of art that history did bring up to uso It is this 
what must be instrumentalized. 
These two propositions, which may seem 
ideological or very general have, in reality, very 
concrete translations in the formulation of the 
theory of preservation of the historical buildings as 
since the end of last century the architectonic cultu-
re has been understood. The formulation of the 
preservation theory is in fact a process born in the 
confluence of Viollet's teachings and Ruskin's 
teachings, that is, the confluence of the restoration 
theories and the preservation theories, in order to 
arrive to the formulation of the criteria with which 
the more or les s official culture of our century has 
understood that the existing historical buildings 
should be faced. 
How has it been formulated the preserva-
tion theory as it comes to our days and as still today 
is proposed by the international bodies for these 
questions? Fundamentally, through the formula-
tion of sorne scholasticism of the valuation of the 
buildings from the past through a preservation 
concept as a central concepto 
At the end of the last century, Camilo Boi-
to, the first expert in these questions, who formula-
tes a synthesis of the possibilities Viollet and 
Ruskin did offer, defines the code for restoration, 
saying fundamentally the following: on the one 
hand one should prefer, in principie, preservation 
to any other more complex operation, that is, that 
in the historical buildings it is always more des ira-
ble the more simple operations to the more com-
plex operations; so if it is possible, to say it in a cari-
catural way, a simple coat of painting let us not 
make repairs, and if it is necessary to make repairs 
one should avoid if possible that they are structural 
and if they are so they should affect the less possible 
the more general components, etc., etc. That is, the 
law of minimal intervention in the building as a first 
criterion of preservation. A second criterion will be 
to preserve not only tlie essential source of the buil-
ding and with that it clearly diverts from the doctri-
nes of Viollet, but it is necessary to preserve every 
contribution with the smallest consistency along 
the history of the building. Third, and this is the 
man~festation of this insecurity facing die hTstory 
of the building itself every new intervention, any-
way, if it must be carried out, must be absolutely 
neutral regarding the existing building. It must be 
differentiated so that it becomes clear that it was an 
a posteriori intervention and so it must be done 
with different materials, with different textures, 
with all resources allowing, in principie, to distin-
guish clearly what is a new contribution to the 
building from its former existence. 
From these characteristics a whole school 
was born later mainly in Italy, specialized in pre-
servation and it had a decisive weight when in 1931 
the charter of Athens dedicated to the problem of 
the historical buildings was formulated. In this do-
cument are repeated quite exactly the arguments of 
Boito adding perhaps another question which is 
how to fit together the problem of the preservation 
of the existing buildings with respect to two impor-
tant questions. One in regard to the new techolo-
gies and the answer to this point is: the new techno-
logies are always useful whenever they assist to 
maintain the character of the existing building and 
whenever they don't alter, falsifying this pre-
viously existing character, and that means that, in 
principie, if more or less in secret the stone co-
lumns are replaced by.concrete, there is no trouble; 
if more or les s in hugger-mugger central heating is 
installed, there is no trouble; if more or less in a 
concealed way the stones are replaced by artificial 
stone there is no trouble either, but that only whe-
never these technical changes in the concrete struc-
ture or the more sophisticated fittings, or the stone 
do not change the "character". The second new 
characteritic of the Athens charter of 31 regarding 
the first Boito's formulations would be the theme 
of the environment. In fact a building is not aso-
litary building but it is a articraft placed in an envi-
ronment. The building itself is not an architecture 
but part of an "environment" and what must be 
preserved is not properly the buildings but the en-
vironments. As you know that has a very well defi-
ned source which is the historicist urbanism, spe-
cially from Camilo Sitte and of which Giovanon, 
who had a most decisive weight in the working up 
of the Athens charter was an obstinate defender as 
an imprescindible instrument in the formulation of 
a theory, which was considered "scientific", of 
preservation. According to this principie, the 
building comes off its profile and stays included in 
a larger ambit, which is its environment, so that 10-
gically the problem is then the permanency of that 
envlronment. 
This is a principie which did change mo-
dernly in a stereotype and which, enunciated in the 
Athens charter, was accepted almost without subs-
tantial changes in the text of Venecia of 1964. In 
fact, in the so called 1964 Venecia charter of preser-
vation there are several significant things. First, the 
term restoration, coming from Viollet, disappears 
for good and instead the concept conservation ta-
kes a growing importance. The second thing is that 
this conservation becomes at last environmental 
conservation and so the question is to maintain, to 
keep the environments in their entirety and so not 
to change, not only the great architectures but also 
the minor architectures which are considered as ne-
cessary components as the others of the total envi-
ronment. Evidently this does mean changes, very 
important changes in the intervention ways, becau-
se it does mean that it is impossible to iso late the 
singular building or monument but it is almost 
obligatory to preserve the complete areas in their 
intangible shape as they are historically presented. 
The idea of intervention tending to change that is 
on principie a tremendously dangerous idea. 
At what situation did we arrive today as 
from all this? I think we did reach an absolutey 
unfeasible situation in the attitudes of conserva-
tion. It should be said that surely a serious difficul-
ty, but at the same time an easing, has given pos si-
bilities to endure in the conservators the absence of 
clear propositions in the modern movement con-
cerning these problems. One must search its source 
in the unhistoricity of the modern movement. As 
far as the modern movement was indifferent to the 
historical discourse, the architectonic avant-garde 
of the XXth century presents itself absolutely im-
permeable to these problems. One can make the 
exercise of taking the great personages of the mo-
dern movement in architecture and see up to which 
point they have said so little about this problem or 
anyway whatever they have said they have been 
tremendously remote. Doubtless this has given a 
larger life to the conservation attitude and the poli-
cies concerning the architectonic patrimony in for-
ce throughout Europe are in reality dominated by 
these conservation stereotypes. On principie the li-
terature appearing III the press, the preul.l.upauons 
expressed in the meetings of specialists, the official 
policies of the Historical Monuments or of our 
Fine Arts, etc., tend to be exactly the practical 
translation, administratively organized, of conser-
vation policies over the existing architectonic patri-
monies. It is evident that in reality they are impor-
tant intervention policies. 
If we compare the Athens charter of 31 
with the Venecia charter of 64, certainly one of the 
novelties in the second concerning the first, per-
haps the most important, is the idea of re-use as a 
policy which should be carried out. In fact that is 
only a logical consequence of the former proposi-
tions because it is indispensable to introduce in the 
idea of conservation sorne mechanisms of vitaliza-
tion in order to avoid degradation. Precisely becau-
se there is a conservative concept of the historical 
architecture it is, necessary in any way to inject rea-
nimation mechanisms in order to avoid degrada-
tion processes. From the architectonic point of 
view, operations such as the one of Bologna would 
be operations of this kind (the one in the historical 
centre) because we don't find there but a very po-
werful reanimation operation conceived with an 
architectural concept absolutely of conservation, 
of propping by the inside the skeleton of the build-
ings, maintaining in principie the outward appear-
ance or the ambient of the outline of the complex 
wholes without, in return, to propose more decisi-
ve or more predetermined operations with respect 
to the existing patrimony. 
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But, where did this bring us? It did bring us 
to a very dramatic thing, which is a commerce, a 
manipulation, a rummaging over the historical ar-
chitectures carried out with an absolute lack of all 
architectonic criterion. In fact, the conservators in-
troduce themselves as experts, which is question-
able, and separate themselves altogether from the 
work of architecture and, on the other hand, they 
present themselves as experts in name of a sort of 
specialization which has not a theoretical body at 
all consistent. One can pull a proof by getting any 
book on restoration and be aware of its total incon-
sistency, that it is a poor Architecture handbook 
for the specialized use of restorers without other 
specific contents but being a simplified version of 
the generic problems of Architecture. On the other 
hand, the attitude of the conservators does not in-
troduce other intervention criteria but those of 
sheer maintenance, what really is the least architec-
tonic position one can imagine. 
It seems to me that the problem in which 
we find ourselves nowadays is to reconsider our re-
lation with the historical buildings and one must 
move from an attitude intrinsically elusive and 
more and more distant, peculiar to the protection-
conservation, to an attitude of project interven-
tion. It seems to me that the case is to reconsider if 
there is a specifically architectonic way, and archi-
tectonic without adjectives, of facing the historical 
Architecture and answering with a plan for the fu-
tu re with a minimal consistency. Certainly on ac-
count of that, the teaching of the former situations 
is clarifying enough. In the Classical moment it 
made clear which was this previous projecting atti-
tu de which faces the building with no need of ex-
ternal help and with the assurance that the architec-
tural tools can give answers. The positivist culture 
did show us, on the other hand, the possibilities 
that the scientific and codified knowledge that Ar-
chitecture does offer us today, does allow us also to 
face it, not naively but also mythically as in the ar-
chitecture of Classicism, but from a precise aware-
ness of the existing architectonic articraft. It seems 
to me that, in reconsidering the problem of inter-
vention in the architectonic patrimony, we can 
consider that first Classical moment and the second 
posltlve moment as mutually excluding compo-
nents but, on the contrary, as two moments with 
different lessons to uso It seems that if it needs to be 
formulated today any guidance in the question of 
intervention it should be done under these two co-
ordinates. On the one hand, a first co-ordinate, 
which is that the problems of intervention in the 
historical architecture are, first and fundamentally, 
architectural problems and in this sense the lesson 
of Classical Architecture would be fundamental as 
we would see up to which point its dialogue with 
the Architecture of the past is a dialogue from the 
Architecture of the present and not from deffensi-
ve, preservative, etc., postures. The second lesson 
would be the lesson of the post-Hegelian Positi-
vism: it would be the lesson of understanding that 
the building has something to say and the pr6blems 
of intervention in the historical architecture are not 
abstract problems nor could they be formulated 
once for all but they appear as concrete problems 
about concrete structures. Perhaps on account of 
that, to let the building talk is, still today, the first 
responsible and lucid attitude before a problem of 
restoration. 
Ignasi de SOLA-MORALES. 
Lecture given at the Co[.fegi d'Arquitectes 
de Catalunya the 4th October 1979, as an introduc-
tion to the cycle of lectures organized by the Com-
mittee for the Defénse of the Architectonic Patrimo-
ny with the general title of« HISTORY OF THE 
INTERVENT/ON IN THE ARCHITECTO-
NIC PATRIMONY IN CATALONIA (1850-
1960)". 
THREE PLANS FOR 
INTERNAL REFORMATION 
Page38 
The approval of three advancements of a 
Plan for the Girona, Lleida and Tarragona nuclei is 
a excellent occasion to discuss a subject which shall 
not end, because it is debated. 
The central role of the Lleida old district 
face to face with the peripheral role of the other 
two, or the law quality of the building stock of the 
Lleida and Tarragona old districts in presence of 
the "monumentality" of the Girona one, among 
other themes contribute to the fact that each plan 
should have well diversified characteristics. 
The three plans though have in common a 
very much "architectured" proposal certainly in 
order to let its executive wish to be seen and to take 
from the architectonic project all that makes it the 
drawing of the immediate future. 
The three plan s, moreover, make an option 
of what is possible with the limit of the opportune, 
trying to give a sense to what can be done and to 
what that may mean to the whole. It is in this point 
that the key of each Plan is found, where every ac-
tion could have been accidental and now one wants 
it to be incisive and multiplying. 
Basically the Girona Plan may be unders-
tood as an answer to the usual way of retoration 
and, aboye all, a proposal on the use of a set of si tes, 
many of them public soil, which were expectant. 
So, it is an exercise on the shape of monumental ar-
chitecture and a research on the sequential inva-
riants of the built fa~ade. 
The Lleida Plan is a strategy to reinforce 
the centre by giving it continuity and interlacing 
with its enlargement and to improve the inside qua-
lit y by conquering the old Cathedral. 
The break of the circulatory belt, changing 
the section of the circulars and the building of a lift, 
are the two key pieces of a policy trusting aboye all 
the themes of accessibility and design of the public 
space in order to attain its aim. 
The Tarragona Plan is a hygienist's Plan, an 
architectonic project of reformation. It refers to the 
blocks of houses, understanding each building, 
each residence as part of a whole out of which one 
must pull those elements which do more harm to 
the other parts. That these coincide almost always 
with the more modern additions is only a confir-
mation of the degradation process of the last times 
and not an historicist wish. 
Anyway there are two traits whlch are 
common to all, on the one hand the importance of 
recognizing the nature of every nucleus, beyond 
what could seen necessary to the planning -certain-
ly on account of the emblematic value of chis part of 
the city- and on the other hand, the weight of the 
study about the residence and the little regard that 
the planning has about its capacity to intervene the-
re. The interest of Quadems on this case, so, is to 
take advantage of the differences arnong the Plans 
to enrich the debate, although it will not go a11 
lengths through every nuance of all the works and 
to give testimony in this way on the state of the 
question here and now in Catalonia. 
Ricard PIE. 
NOTES ON INTERVENTION 
IN THE EXISTING CITY 
Page38 
The conception of systematic intervention 
in the existing city has evolved significantly 
throughout the two last decades and, consequen-
tly, also the planning and projecting tools, as well 
as the management. Nevertheless, in countries 
with a centralist tradition, which did not develop 
policies of direct or indirect public intervention, ai-
med at the recovering or re-using the built park, 
there has been a tendency to multiply studies which 
were not accompanied by actuation mechanisms, 
which in addition to solve the problems could have 
allowed to evaluate the proposals and the value of 
their analyses. 
Nevertheless there are each day more cases 
of urbanism in the local administration wishing to 
face the problems of the existing city not only on 
account of cultural motives but also in order to ans-
wer to conflictive situations of a social or functio-
nal nature. 
The first reception, so, of how an inter-
vention is carried out in the historical nuclei starts 
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detecting that the general or special plans can have a 
nature of programme or actuation project because 
they are simple legal tools of soil policy and trans-
formation of the property. In the first type of pla-
nes the m~ving agents, the purposes and the re-
sources are defined enough so that a project of in-
tervention may exist; in the second kind the means 
of intervention remain vaguely established and so 
the reformation plan is only a chapter or a miniatu-
re of the general plan and a repertoire of "catalo-
gues", alignements and council rules which in the 
face of marked forces do feel unable to determine 
when, by whom and for whom, one tries to change 
the urban Stock. In this case (the most frequent) 
from the general plan to the special plan there is 
only a change of scale, by a zoom, a change of pur-
pose which replaces the abstract focusing from the 
general plans for a project conception of the inter-
vention area. 
The newest contribution to the subject of 
intervention in the historical centres had its origin 
in the historical confluency of sorne changes of the 
institutional context of guidance of the urban poli-
cies: a) the awareness by the organs of local admi-
nistration of the stock as such, that is, as a resource 
of fixed capital with its external parts besides its 
greater or les ser value as a cultural patrimony; b) 
the analyses of urban economy carried out over the 
tendencies of the real state area and the theory of 
squandering have been sorne of the theoretical con-
tributions arousing a new interest; the weight of 
the residents in the historical nuclei which for the 
very characteristics of their social ecology did arri-
ve to levels of self urbanization and social pressure, 
has exercised a strong pressure over the administra-
tion which is now forced to take them on account 
in their intervention programmes; c) the enlarge-
ment of the concept of architectonic patrimony 
since its conventional identification as a monu-
ment, a block of houses or a typical quarter to be 
preserved from demolition, to be isolated, restored 
or adapted, up to the present conception as part of a 
physical and social context, as a more or les s hete-
rogeneous whole of testimonies of the collective 
memory which do es not wear out in the cultured 
building but lives by the sequences of public spa-
ces, relations with the places and with a system of 
activities which cannot Stop in the time. 
So, the new urban policy has rejected on 
the one hand the iconoclastic renewal of the CIAM 
-which today seems to justify the intense develop-
ment of the terciary sector and motorization in the 
50/60's- and on the other hand the idea of elitist 
conservation which has restricted itself to certain 
artistically qualified episodes justifying a develop-
ment of the touristic consume and new ways of so-
cial segregation. o 
At the base of the new policies there have 
been, moreover, general sociological and economi-
cal motivations such as saturation of new residence 
and new office markets, restitution of investments 
in new industries and the need to conjugate the scar-
ceness of public resources with the deffence of the 
residence of lower strata of society and che existing 
employment. 
In fact, more than increasing in the quanti-
ty of housing offer the administration needs to find 
a way for an important residen ti al stock, including 
those older parts which may still have validity if 
subjected to rehabilitation actions. 
The new urban policy needs a better collec-
tive utilization of the fixed capital-city and a clearer 
definition of the contents in the intervention prio-
rities in the existing cities. 
Anyway people are more important than 
the "stones". They are a social capital articulated 
with che built capital through a complex economi-
cal, institutional and affective relation. Well then, 
this purpose has more to do with legal and econo-
mical questions over which planning has a very re-
duced influence and to which the administration 
and not so much the plans, must search solutions. 
These changes in the policies in relation to 
the existing city do ask necessarily for institutional 
changes and or a search of intervention tools ade-
quated to the "new" objectives and criteria. 
It is not by chance that the evolution of the 
concepts takes place at the same time when local 
power in a great majority of countriesgets an evi-
dent protagonism in carrying out urban policy. 
The key to the success of intervention in the exis-
ting city lies in the capacity for conjugating and ar-
ticulating different agents and different levels of ac-
tuation in a process eminently horizontal. Over the 
same territory, integrating itself in a same pro-
gramme, we find different measures like conces-
sion of permits, acquisition of sites, management 
of the roads, traffic regulation, concession of credit 
to rehabilitation, implantation of new equipments, 
buil.ding or maintenance of gardens, trees in boule-
vards or reformation of the lighting, etc., to which 
oÍle must have social management of housing and 
support to certain activities, to interest the diffe-
rent public or private agents, to compaginate the 
types, dimension and moments of the differnt ac-
tuations, to control the impact of a certain opera-
tion over the environment, etc. AlI these tasks 
which nobody believes might be carried out from a 
Minisiry, a General Direction or a National Public 
Institute, however founded our doubts might be 
about the management ability of our councils. 
This do es not mean that we are facing ac-
tuations exclusively municipal, especially in what 
concerns their financing, but that we are before the 
need to recognize the power of planning and co-or-
dinating of the council, that is, of the democratic 
level more near to the actors and the operation 
theatre. 
Having in mind the fact that the vertical ad-
ministration -at a central and also ~egional level-
did not show the smallest capacity for co-ordina-
ting the actuations over a same concrete ground, 
the alternative of giving power to the means of ac-
tuation and endow the councils with legal tools 
seems richer and more fruitful. 
To the horizontal programming demanded 
by the nature itself of the multisectorial operations 
and the many agents as they are the necessary ones 
to recuperate the existing city, should correspond 
and adequate enough technical tools. 
In theory, the planning, projecting and ca-
rrying out process must take into account several 
specific conditions: a) a frame of general planning 
and programming defining or verifying the cohe-
rence of purposes and limÍts of the intervention 
areas which may allow to evaluate the probable in-
terdependencies among the several zones in terms 
of circulation, equipments, activities, housing 
market, etc. If this general frame is not available at 
the time of taking the political decision of interven-
tion in an area it will be necessary to simulate as 
from below the effects on the rest of the city and the 
kind of measures which should be taken to avoid 
the negative effects. 
b) a knowledge of the nature and standards 
of behaviour of the different private or public 
agents to whom will be attributed an outstanding 
role in the intervention, with special attention to 
the capacity of inverstment, to the conflict of inte-
rests among them which may delay the programme 
and, certainly, to the different modalities of more 
or les s active participation in the process one wants 
to let loose. It is necessary to say that this kind of 
knowledge hardly resembles the conventional "ur-
banistic information" which does not orientate it-
self to action. The participation of the affected peo-
pie, almost always considered as an action after the 
project in order to obtain an agreement, may be on 
the contrary a decisive factor of knowledge/moti-
vation to the search itself of solutions. 
c) a realistic focusing of the interventions 
and their programming, taking on account, in the 
moment of making the drawing or the rules, the 
present and future capacity of the local corporation 
and the remaining agents to assure the actions and 
their continuation. Not disregarding the fact that 
realism do es not remove importance to the value of 
innovation and even of provocation that may cha-
racterize a drawing of quality proposing less topi-
cal solutions, it is not useful to the local administra-
tion to order projects with a management comple-
xity, time amplitude, improbability of mobilizing 
other agents, inadequacy to the public budget, 
which may clearly surpass the possibilities of the 
managing corporation. This advice would not be 
necessary if there was not nowadays a tendency to 
the "malversation of projects" which seems to be 
the result of the confluence of corporative inte-
rests. not of a real need. 
The methodological exigency of relating 
closely urban design, the design of the processes 
and the assignation of the resources in this kind of 
interventions is extremely vital because the choice 
between two alternative solutions will depend, in 
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great part, of the feasibility about the opportunity 
of a public inversion, of the acquisition of a certain 
site, of the possibility of carrying out an agreement 
with certain owners. 
d) the architectonic strictness in the defini-
tion itself of the intervention area as well as in the 
measures developing it, which are expressed in 
terms of rules/layouts and in proposals of specific 
design, are, and they can be further, the key to cer-
tain intervention operations. In the present "state 
of the craft" a proposition of urban architecture 
since the moment of the plan and the programme is 
not a practice exempt from controversy mainly be-
cause in face of the morphological void usually cha-
racterizing the plans of "zoning and roads" it hap-
pens sometimes a formalistic arbitrariness which 
paints "images of how it could be" without solid 
programmatic bases enabling it to be so. Notwith-
standing, a clear definition of the degree of change 
of a certain area requires today a prefiguration of 
the public and private spaces of the typologies to be 
recuperated and created. Well then, it is not advisa-
ble to prefigurate the whole plan as this would de-
mand a body of information out of proportion and 
a series of decisions which cannot be programmed 
and which is not convenient to switch off. Without 
prejudice to the catalogues and the rules, the prefi-
guration of sequences or urban episodes elected on 
account of their strategical role or their immediacy 
do offer a discontinuous, segmentary proposal, 
which far from being a methodological flaw only 
reflects the timely way of making a city. 
From the results obtained on its execution, 
it is possible to produce new drawings for those 
areas which have been in the shadow and so to be 
able to go on with the process. 
e) the success of intervention in the histori-
cal nuclei also depends, so, of the time of institutio-
nal organization which executes them in conjunc-
tion and each of them by itself depending on the 
kind of chosen organization. The figure of plan-
ning and/or project adequate to every type of inter-
vention must also be diverse. 
The first temptation one must discard is the 
"technicist" one: to think that the administration 
has fulfilled its task after placing the order and later 
aproving a P.E.R.l. or a "study of rehabilitation" 
and, the second one, the "bureaucratic" one: once 
the plan completed, to rely that que normal servi-
ces, with their traditional sections, of the adminis-
tration will take charge in their routine of develo-
ping the different activities. If what is wanted is to 
conduct a dynamics of change in the existing city 
according to intervention areas, the first thing to be 
done is to decide how and who will conduct and 
co-ordinate the operations along the process in or-
der to choose later the more adequate plan type(s) 
and if there is the need to order it to an external 
team or to an "ad hoc" municipal oHice or a mixed 
solution. 
Often things are done quite opposite: a 
plan is ordered and then another one and another 
one with distinct criteria or overlapped leaving to a 
later moment the decisions on who guarantees their 
implantation. 
The type or organization depends natura-
lIy of the size of the borough as well as the degree of 
specialization in the services entrusted with the 
task of developing the urban policies -and also cer-
tainly, the number and dimension of the previsible 
areas of intervention-. Not coming to advices for a 
functional organization it is necessary to assure 
that the political and technical structures have a de-
gree of complexity homologous to the complexity 
of the system over which one wants to act; that is if 
one wants to act simultaneously or in a chain at dif-
ferent levels and areas (buildings, soil, roads, 
equipments, community organization, etc.) the or-
gan of political decision must propose the traits of a 
committee to accompany it inclosing the political 
responsibles for these areas; for the same reason, 
the technical structure to be set up must include, si-
milarly, agents of the corresponding service, if they 
do exist, in order to avoid the short circuits and 
overlapping of sectorial non co-ordinated actua-
tions, even if they don't have to be present in all de-
cisions or intervention areas. These "horizontal" 
themes with a variable duration according to the 
tasks may work with a relative autonomy of deci-
sion according to the running of the aHairs (accor-
ding to the formula which in France was called 
"mission administration"); and in cases of bo-
roughs with a small technical staff it can be a techni-
cal body "hired" to that purpose. 
The important thing is that this diversified 
horizontal structure must be the nearest possible to 
the intervention areas. 
Anyway, the key problem presented here 
is to assure that so different actions as to change the 
character of a street (pavement, lighting, trees, traf-
fic ... ), to install new equipment, to rehabilitate a 
block of houses, to carry out in time needed expro-
priations" etc. shall be carried out according to a fo-
reseen spacing and according to the assumed com-
mitments with the social and economical agents 
implicated in the operation. 
f) if part of the operative reasonings, that 
is, if the changes arrive to an end taking into ac-
count the management capacity of the responsible 
corporation and the levels of resources which can 
be drawn upon, the figures of plan/project must 
adapt themselves to the operative needs besides the 
figurative demanqs of this type of interventions. 
To a foreign observer the planning figures 
in the Spanish law loo k too deffensive in the face of 
the property rights and not thaught enough to 
orientate or make feasible the protagonism of the 
administration. 
With that purpose, it is necessary to search 
for new means; to open a frank dialogue with the 
people, more strategical in form than those propo-
sitive tools and plans. 
g) in fact, besides the already referred orga-
nizing problems, the actuation policy in the exis-
ting city is not a thing totally assumed by the urba-
nistic culture or studied enough so that we may 
know which are their effects in terms of urban eco-
nomy and enjoyment by the usufructuaries. 
It is clear enough that now it is enforced the 
need to develop measures capable of maximizing 
the physical quality of the existing stock used as an 
economical/cultural resource which must be va-
lued as a support of functional modernization of 
the city and as a base for social re-distribution of 
the urban welfare. 
On acéount of this one should not underes-
timate in the time of programming and designing 
the reformations, conflicts of interests among the 
different agents as well as the possible contradic-
tions among the proposed solutions. Summing it 
up very schematically, we can say that these diffi-
culties will be present mainly: in whatever regards 
the residen ti al stock, the conflict will be between 
the actualization of its value through rehabilitation 
and its repercussion in the rent in face of the protec-
tion purposes of the families with a lower status. 
In France the system of credit and subsidies 
has opened new horizons on this subject. Regard-
ing the conflict between the need of appropriation 
of unbuilt spaces and certain containers -which the 
administration needs in order to reach the necessa-
ry equipment standards- and the revaluation ex-
pectations of the property as a result itself of the re-
covery of the existing city; which will force to rede-
fine the expropriation proceedings, consecrating, 
certainly, the right of option by the boroughs and 
the need to clarify the responsabilities of the high 
valued property in 'relation to the expectations of 
revalorizing the areas and the private appropriation 
of the "plus value" generated in them. 
With respect to the conflict between the 
aims of absolute protection of the old residents and 
the need of not excluding from the old districts the 
younger and more active social strata; a phenome-
non which moreover is happening in certain types 
of activity as trade, worksmanship or workshops 
etc., presents the need to create rehabilitating me-
chanisms opening up the possibility of selective in-
clusion of new dweUers, with support in the system 
of control and participation of the local communi-
ty. 
It what regards the problems among the so-
lutions of amelioration of the environment which 
may include traHic restrictions, extensive priorities 
to walkers and the objectives of consolidation or 
expansion of productive or trade activities, the ac-
tuation cannot be separated from the organization 
of public transport and the study of its lateral ob-
jectives. 
With respect to the contradiction, which 
stiU goes on, between the morphological and typo-
logical options of the actuation in the existing hou-
sing and the spatial standards of habitat, roads and 
equipment in the expansion areas, that is between 
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the models of the function of this architecture and 
the recuperation of the historical types, it is neces-
sary a redefinition of the hygienic conditions, their 
use and shape according to the advancements con-
tributed by the functional movements and, on the 
other hand, to the need to recuperate historical va-
lues already forgotten. 
These and other conflicts of interests or 
contradictions among the more common solutions 
are instances of the difficulties, the enormous com-
plexity, of the actuation in the existing city. Not-
withstanding, the growing protagonism of "recu-
peration" in the new urban policy is more than a 
fashion and much less than an airead y secured way. 
For economical and social reasons at the le-
vel of the policies, for cultural reasons at the leve! of 
the city architecture, it is a chalenge that cannot be 
renounced to which we are forced to find answers. 
Institutional and financial answers; methodologi-
cal and organizing answers; figurative and cons-
tructive answers, answers of popular education. 
The recuperation of the city, the rehabilita-
tion of the urban habitat being already a cliché, it is 
though very far to deserve significant outlets. On 
account of that, it is necessary to examine thorough-
ly the experiences already carried out, to evaluate 
their effects, to reorientate strategies and tactics. 
We believe that, from this effort for a project, for 
taking decisions, for evaluation, one shaU get re-
sults which wiU be meaningful not only to the exis-
ting city architecture but will have repercussions 
over urban architecture "tout court". 
Nuno PORTAS. 
EDWIN LUTYENS 
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Allison Smithson placed in 1901 the start of 
the decline of Edwin Lutyens. Mashcourt, built 
when this architect had 32 years of age is, for 
Smithson, in her article "The responsability of Lut-
yens" (1969), the start of his classic phase which 
will hold E.L. "responsible" for a great part of the 
English reactionary architecture in this century: 
the "sincere", "country", vernacular Lutyens, 
who, with Voysey or Mackintosh, is considered by 
her as culturally positive, disappears prematurely 
in this way. . 
Perhaps now a new look at Lutyens' work 
afforded by this compilation of his Spanish expe-
rience wiU enable us to ascertain that his proposals 
in great partremained "before" and "after" 1901 as 
practically did happen to aU his prolific life. 
Without any need to fix ourselves only to a 
chosen vocabulary, we shall see how Lutyens will 
emphasize progressively the character and the sha-
pe of every precinct of the building, making the 
transitions between these so differentiated spaces a 
central theme of his architecture. lt is the opposite 
way to another architect precisely with the same 
age, who wiU come also at the same time from the 
vernacular architecture and the academic heritage, 
and equally "specialized" in the isolated house. 
Wright, who did appreciate very much Lutyens' 
work, wIIl always search a greater fluency between 
spaces precisely where Lutyens aimed at isolating 
them. (But you must compare the very first 
Wright's works with Papillon Hall). 
In Spain Lutyens, replacing the "Wren-
naissance" by the pseudo-Plateresco, always had 
been Lutyens. In the following articles we shall be 
able, besides following the singular collection of 
anecdotes they assemble, to discover Lutyens in his 
fight between order and maze in Guadelperal or in 
the contrast and ambiguous inclusion of spaces in 
the Capella and the stairs of Liria Palace. 
Peter Smithson is right when in the aboye 
mentioned publication regrets that Lutyens did 
misspend his great talent in "dead architectures". 
We should add that he has still to offer us, behind 
chapiters or baldaquins, one of the most suggestive 
architectures of this century. 
EduardBRU. 
L UTYENS AND SP AIN 
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Spain was less familiar to English architects 
than were other parts of Europe in the nineteenth 
century. Spanish Gothic architecture was introdu-
ced to English readers by the book Gothic Archi-
tecture in Spain by the Gothic Revivalist G.E. 
Street, published in 1865, but knowledge of Spa-
nish Renaissance architecture only carne with the 
appearance of Renaissance Architecture and Oma-
ment in Spain by Andrew N. Prentice in 1893. The 
plates in Prentice's book were measured drawings 
of the Plateresco and these appealed greatly to Bri-
tish architects then rediscovering their own natio-
nal, Classical tradition. As a result, Spanish iron-
work and rejas were much imitated and Spanish ar-
chitecture came to exercise a powerful influence 
over the imagination of British architects in the ear-
ly twentieth century. Spanish late Flamboyant 
Gothic inspired Sir Giles Scott in his designs for Li-
verpool Cathedral while the influence of the Spa-
nish Renaissance can be detected in the work of the 
greatest English architect of his generation, Sir Ed-
win Lutyens (1869-1944). 
Lutyens, right at the begiJ;ming of his ca-
reer, was one of the subscribers whose names were 
printed in Prentice's book. He used it to good ef-
fect when he designed the hanging metal chance! 
screen, made by Starkie Gardner in 1897-99, which 
hangs in Busbridge Church near Munstead, in the 
centre of that part of Surrey where he built most of 
his early Romantic country houses. The plateresco 
evidently appealed to Lutyens both because of its 
decorative details and for the contrast between 
concentrated ornament and bare wall surface, and 
it is possible mat the round arches with an excessi-
vely wide extrados in his houses of the 1890s have a 
Spanish origino In the event, Lutyens was eventua-
lly able not only to see Spanish buildings at first 
hand but also to design in Spain in a Spanish man-
ner. He was not the first English architect to do 
this. R. Se!den Wornum (1847-1910) designed 'Mi-
ramar' at San Sebastian for me Queen Regent in the 
late 1880s and 'Las Fraguas' at Santander for the 
Duke of Santo Mauro in 1899. Lutyens's Spanish 
clients were almost as grand and, although little of 
what he designed was ever executed, both his pro-
jects and his reactions to Spain and Spanish archi-
tecture are of peculiar interest. 
Lutyens was first invited out to Spain in 
1915 by the Duke of Peñaranda de Duero, whom 
he had met at Ashby Sto Ledgers in Northampton-
shire where he had done much work for Lord Wim-
borne. Peñaranda wanted Lutyens to design a hou-
se to be built on his estate near El Gordo on the Ri-
ver Tagus to the west of Toledo. Lutyens was glad 
of the commission; with Britain at war, there was 
little work in England and a visit to Spain was a 
welcome re!ief form the gloom of life back home. 
On his first two visits, in October 1915 and No-
vember 1916, he used Spain as the first leg of his 
yearly winter journey to India to supervise the 
work on building New De!hi; on the second occa-
sion the ship he boarded at Algeciras was shelled in 
the Mediterranean by a German submarine for an 
hour and forty minutes. Lutyens evidently enjoyed 
Spain, for he went back several times -in January 
1918, February 1919, December 1925 and Novem-
ber 1926. His last visit was in June 1934. Spain may 
also have seemed Romantic to Lutyens beca use of 
his friendship with Lady Sackville who he first met 
in 1916 and who was the illegitimate daughter of 
Pepita, a Spanish daughter, by an earlier Lord 
Sackville. 
Lutyens met Peñaranda in England on Sep-
tember 15th, 1915 and then traveled to Madrid via 
Paris. This first visit is the best documented as he 
described his journey in great detail in letters to his 
wife, Lady Emily Lutyens, and, because he en-
countered a Spain which has since greatly chan-
ged, they are worth quoting at sorne length. In Ma-
drid Lutyens stayed at the Palacio de Liria which 
be!onged to Peñaranda's older bromer, don Jaco-
bo, Xth Duque de Alba de Tormes' and -though 
not any longer recognized in England!- XVIIth 
Duque de Berwick, who had been educated in En-
gland and who became a great friends. "Peñaranda 
is a charming person, 33, young, simple in a nice 
way, full of fun and life. Alba (his brother) is a 
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grande of Spain thirteen times over, so he could sit 
in 13 seats in the Senate if he had as many situpons. 
He has only one, and as it happens he prefers his 
seat in the Deputies. He has given me a ham, which 
I shall give to the Viceroy [of India] ... 
Peñaranda do es not think he will begin 
building until after the war but there is so much to 
prepare first -the plans - getting water - buílding 
huts for work people, etc., that in no case could we 
start for ayear or more ... I worked on the new 
house transforming my sketches to a meter scale. ,,2 
As well as working on designs for a site he 
had not yet seen, Lutyens explored Madrid and 
was impressed by both paintings and architecture. 
The Escorial was "a wapping great palace, all very 
simple and no fraudulent construction as our Go-
vernment to-day insists on. Motley's Dutch Repu-
blic he!ped me to realise the power of which it was 
the centre; the gardens very pleasant, thick out box 
hedges in knots, stone niched walls, and grave!. " 
He then proceeded south with Peñaranda, stop-
ping first at Toledo, then staying with the Duke's 
bromer-in-law, me Duke of Santoña at Ventosilla, 
then driving along the atrocious road to me farro at 
El Gordo. 
Lutyens wrote a twe!ve-page letter to his 
wife, dated October 27th, 1915. "We left Madrid 
Wednesday morning in the Rolls Royce. Peñaran-
da, Sanoña's son in law and myself. We reached 
Toledo in time for lunch -seeing before we entered 
the town a very good hospital with a double court 
or Patio with its centre way leading to a great 
church under the dome of which lay the cardinal in 
marble in a great marble cenotaph- quite good & to 
a fine big scale ... To the great palace that crowns 
the cone on which Toledois built-to various other 
buildings- with one or more Patios. To the Cathe-
dral where the dead hand that lays its weight on 
Spain is seen in flesh of very flesh .. i.e. fat priests. 
The building cannot be compared with northern 
cathedrals -Chartres, Westminster, etc.- but the 
wealth and elaboration is certainly impressive. The 
great coloured windows and the marvellous profu-
'sion of heraldry part hidden by great gilt reredos. 
And in front of them'stand great iron grilles and 
grilles again in front enclosing the Choir. Precious 
stones, marbles, inlaid woods, carving. The huge 
illuminated books that take 2 men to lift. Each ge-
neration piling on the last sorne elaboration making 
a temple so sombre so mysterious that you can only 
think on the poverty stricken country outside with 
sadness. 
"The Treasury full of gold, silver-the cros-
ses carried in battle against the Moor. Precious sto-
nes -but little that one would like to possess. A By-
zantine virgin and child in silver perhaps but most 
of it was like the acrobat who turned head on hee!s 
towinSt. Mary'sfavor. Thevestments-aroomfull 
-exposed in glass cases, and old war worn banners-
wonderful things. The church full of tombs, crow-
ded with altars. Each altar protected by a Spanish 
grille -sorne of them in silver- none the worse for 
being painted black to hide them from the French, 
who seem to have sacked most places here abouts in 
the Peninsular Wars. Yet what a lot is left." 
Then follows a general judgement on Spa-
nish architecture which may well tell us more about 
Lutyens than about Spain, now that he had moved 
from his early Romantic vernacular style to larger 
buildings in what he called the "High Game" -the 
Renaissance Classical manner. "They seem to have 
had good architects and Philip 11 was a purist! 
Grand conceptions but weak in architectural tech-
nique, and when they leave the Doric order -which 
by the way they run to death- [though Lutyens 
himse! se!dom used any other order] they come 
awful croppers. They seem to 'have no men oí the 
calibre of a Mansard the e!der -or certainly no San 
Miche!e- nor a Wren! The wrungs of their ladders 
break by e!aboration and they fall into veritable 
pools of ostentation. " 
"Every village has one great church vacant 
and half ruined, sometimes 2 or 3. Monasteries and 
convents galo re, and here and there a Moorish fort 
on high ground dominating the roads -and on the 
roads- makes one realise what we have done in In-
dia. Labor is cheap and stone in plenty, but you 
see men every 20 kilometres or so carefully filling 
in the ruts with the dust from the sides ... We have 
worn out in 2 days 3 new tyres! , 
By the end of the day they had arrived at 
Vento silla and "were met in a court yard by a 
erowd of dogs, dukes, duehesses, ehildren, and a 
delightful Irish nannie. An old House added to by 
their own labor, direet enough, and shamelessly 
shoddy -roomy, eomfortable, and as English as 
they could make it. A sumptuous tea, and nannie 
presided. " The Duke and Duchess of Santoña later 
asked Lutyens to design a new house for them but 
it was never built. "Motors in plenty and a delight-
fui battery of servants. All friendly and friends of 
the family. Each one a host in himself. Furious 
wood fires -nurseries with toy room complet and 
such toys! and each litde boy had a recess by his 
bed as an altar or chapel where saints, martyrs and 
the mother Mary stood in the full panoply of 
Rome. 
"Dinner. The dining Room -an uncorfor-
table room- and a huge table with many faces 
round it. A scratch lot of servants, very different as 
was the food to that at the Liria Palace in Madrid. 
At the one end of the room was atable covered with 
every kind of cup, pot, coffee pot, plates -a display 
of silver, so mixed, so untidy that it gives one the 
féeling that they were moving house ... We dined at 
9! Lots to eat, too may courses ... Transparencies 
and pictures generally a great success with the chil-
dren and especially with the priest! A gaunt be-
droom ~nd a yet more gaunt bath room was given 
me, in the guest wing. The family live in a wing by 
themselves and all seem a happy nursery party to 
which Peñaranda belongs. 
"Next morning, Thursday, we started for 
El Gordo -the duchess, Peñaranda, the priest and 
myself. The Duke's gout would not allow him to 
go. We went in a huge Mercedes, leaving the Rolls 
Royce as being too good for the rough roads, and 
they were rough!!. .. We started down an immature 
drive past immature gate posts to ""here Santoña 
has a ferry, across the Tagus. This for me was ner-
vous work, as the current was fast, and the ropes 
thin and there were gap s between the shore and fe-
rry and the car was none too small: I was glad when 
it was over." (The following year, going to the site 
of El Guadalperal, Lutyens was "upset in a Rolls 
Royce and the ferry across the Tagus sank.") 
" ... Sorne nice houses in Torrijos. We stop-
ped at Talavera for more petrol-a Talavera not of 
batde fame. The roads through a town are narrow, 
very narrow and cobbled, with cobbles the size of 
my head! The motor car causes excitement: and 
children, dogs, men, women seem all over and un-
der it. Then out into the country again, the wide ill 
kept roads with frequent grids [?] across them and 
lined with high current e1ectric wires on ricketty 
poles. -Vineyards, corn stubble, ilex-, poplars 
too, and all trees ill cut and bad forestry everywhe-
re. A careless ritual ridden people. 
" About 2 we arrived at El Gordo. About 
20 kilometres from El Gordo, we were met by a 
guide on horseback, a heroic creature (in pello) on a 
regular Rosinante, with a loaded rifle, and a huge 
white leather band across his chest with Peñaran-
da's coronet and initials -C.M. as Count Montijo--
the property belonged to the Empress Eugenie. We 
leh the main road. I was quite calm thinking no-
thing could be worse than the main road, but the 
road now proved to be just a track made in sandy 
wastes by mule carts. Up and down -precipice to 
the left of us, precipice to the right of us ... I sat in 
front with Richards, the English chauffeur (he was 
rejected by the w.o. on account of his heart -by 
the way he drove his heart was sound and his judge-
ment true). 
"El Gordo a village reported to have 1200 
inhabitants, perched on a gende mound, approa-
ched by ruts knee deep up a sharp hill not cobbled 
but bouldered. A barren gaunt church and 2 small 
houses -and Peñaranda's granaries- formed a small 
piazza in which the whole population had gathe-
red- 3 leading ladies in deep black, 3 bailiffs in 
black, the guards, the rest of the population in 
blue, the women with yellow shawls, sorne few 
with red and bareheaded, the men with leather 
aprons, one to each leg, and huge black hats -{;hil-
dren galore- and they cheered our party. A great 
deal of handshaking and much tal k to apparendy 
very litde purpose. The car to the children was as 
honey to the bee. 
"We went into this principal house for 
lunch. The picturesque squalor of the crowd was 
emphasized by the 3 ducal footmen in livery that 
had arrived before us to make ready, and no foot-
man is allowed under 6ft. 2" and no ordinary Spa-
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niard is more than Sft. high ... We occupied 2 hou-
ses. A wide entran ce hall-without windows- but 
double doors. A shady court in summer -a pri-
son in winter. To the right a kitchen, with huge fire 
and vauJted roof, in face, up 4 steps a suite of 3 
rooms. Window arrangements most awkward. 
Great thick shutters panelled in many small panels 
and glass outside -all clapped into one frame. No 
curtains. To the left a bed room for the Duchess, to 
the right for Peñaranda. No sanitary arrangements, 
no fireplaces and f1ies abounding ... 
" ... then we started to the property, and to 
find a site for the house. The Duchess in the money 
lender's horse, such a joliy beast, astride. Peñaran-
da on a Rosinante. The priest in gaiters looking 
stout and gallant, on another. The three guides ar-
med! and myself and the bailiff in a mule can. The 
bailiff's brother mounted and various oddities on 
mules. Off we went, and the roads got even worse. 
Ravines & nullahs(?) crossed with prayer. No 
bridges. The day was dull, we seemed to walk and 
drive miles, viewing the possible and impossible si-
tes until dark, and then in the dark we all got into 
the cart, 4 of us to drive back ... When it got dark on 
carne the rain, we arrived baek, and were glad to be 
there ... 
"Next morning, Wednesday, was brilliant 
and the whole panorama lay bare to uso The forest 
of old ilex -the Tagus at our feet. To the south a 
range of mountains beyond a plain- and to the north 
snow capped giants, that seemed to belong more to 
heaven rhan to earth. We ventured with the motor, 
which was far better than the mule cart. We stuck 
in the sand once, and had to be dug out. Ir was jo-
Ily. The priest rode about searching for brick earth, 
lime, and sand, and returned gloriously happy and 
successful. Good sand, good clay or brick earth, 
and plenty of stuff to bum good lime. There are 
Roman ruins nearby and on [he part of the estate 
near the ruin and on the site 1 want and on which I 
think we will decide, are giant heaps of stones evi-
dendy collected by sorne ancient for a building ne-
ver started. Perhaps a Moorish fort before the re-
conquest or aRoman one before that. No tool 
marks on [he granite to make evidence. 
"We lunched out doors at one of [he 
guards' houses, and after made more explorations. 
A surveyor from Madrid carne out and I showed 
him where and what I wanted as to levels, etc. On 
the river site -a cliH over the river. A curtailed view 
of snow mountains and the other possible site, high 
up with great views all round -but no shelter 
whatever from wind or sun, and no view of the 
Tagus. I want the lower sheltered site. When the 
trees grow big and the river runs, you will get views 
beneath the spreading branches -and not aboye as 
in an aeroplane! The local people and the priest say 
Hill topo Ir willlook so fine!! and be so well seen!!! 
I had great fun with the priest who could only 
speak Spanish and I not a word, with pictures, 
transparencies and such like, and he was such a 
good ehap too, a sort of Bumps in orders, so know-
ledgeable about the country and the fabrication of 
buildings etc., farming, and stock of all sorts -a 
good shot and frantically keen to hunt ... » 'Bumps', 
of course, was Gertrude Jekyll, the gardener and 
old friend who very much encouraged Lutyens's 
profound understanding of landscape and plants, 
and his great ability to make his houses fit well into 
their surroundings. 
The following Saturday the joumey back 
began, again via Ventosilla and Toledo, to Madrid 
where, at a dinner party full of dukes and dueh~s­
ses, "1 was asked what I thought of Spaniards. I 
said they were so like Englishmen as to be indistin-
guishable, which delighted them all. » At the Liria 
Palace, Lutyens worked on his designs for the hou-
se at El Gordo -to be called El Guadelperal- and 
was very impressed by the Duke of Alba's treasures 
and archives, including letters from Elizabeth I and 
Henry VIII of England. Then he took the train to 
Algeciras. 
El Guadelperal was never buiJt but, fortu-
nately, Lutyens left more on the site than another 
pile of stones. Work could not begin until an 
English foreman could be secured to organize the 
Spanish workmen. In 1917, Lutyens asked Mr. 
Hinton to be clerk-of-works and, when Lutyens 
went out to Spain at the beginning of 1918, he ins-
tructed him to proceed with certain necessary pre-
liminary works. A road was buiJt from Navalmoral 
de la Mata railway station and ten miles of road laid 
down to the site of the new house -or "New Pala-
ce" as Hinton described it in his memoir on "The 
Unfinished Palacio"3. A small house was adapted 
for the Duke of Peñaranda's use and this was later 
enlarged with a Nursery Wing after the birth of his 
son and heir in 1929. Brick yards were made, a 
water tower built an a 2 miles water pipe Iaid (of 
English manufacture likle the e1ectric generators) 
with supply pipes for the house, stables and garage 
and also for the watering of the proposed 11 hole 
golf course. Stables, a dairy, engine room, work-
shops and other ancillary buildings were con-
structed, along with accomodation for about 50 fa-
milies working on the project. These included two 
English engineers, Derby and Marshall, as well as 
Hinton. 
Lutyens's first designs for El Guadelperal 
were published in 1917 and represented at the Ro-
yal Academy by two watercolour perspectives by 
William Walcot. 4 The house was arranged around 
an arcaded courtyard. The main entrance was to 
the north and on the south a series of terraces and 
staircases dropped down to a landing stage on the 
Tagus; to the west was to be a walled water garden 
stretching away from the library and sitting room. 
In style the house was to be typically Spanish, with 
plastered walls and a tiled roof, with granite and 
stone dressings. Lutyens was able ro have his cha-
racteristic continuous planes of wall running into 
those of the garden and the retaining walls, broken 
only by arched openings, grilled or shuttered win-
dows and by occasional concentrations of Classical 
detai\. At the corners of the house low pavilions 
rose aboye the cornice. 
This design was soon abandoned, howe-
ver. Excavations for the foundations revealed that 
the site was not Roman but that of a pre-historic 
dolmen. A wall was put around this and archaeolo-
gical investigations made. The site for the house was 
then moved 2 miles away, rather further from the 
river, and it was there that the ancillary buildings 
were constructed. The final designs for this New 
Palace, dated 1927 and 1928,5 were much more am-
bitious and envisaged a wing for the accomodation 
of the King of Spain as well as for the Duke. The 
plan of the house was now similar in general outline 
to thatofViceroy's House in New Delhi, with four 
wings and a central courtyard. The central court-
yard was to have the double patio with a central ar-
cade that Lutyes had admired at Toledo. To the 
north, the entrance front was f1anked by two 
wings, each having a small yard with a tall cruci-
form building rising aboye the walls: to the east the 
kitchens, to the west a chape\. Both were to have 
domed interiors below their pyramidal tiled roofs. 
In style, this design was more severe, with an em-
phasis on geometry typical of Lutyens in the 1920s. 
The principal feature would have been the main en-
trance: a grand Mannered composition of rustica-
ted keystones and Doric pilasters, full of Lutyens's 
tricks but with a grandeur, especially in contrast to 
the surrounding bare plastered walls, which seems 
right for a castle in Spain. 
Work at last began on the New Palace in 
1930. The quarrying of granite was begun and the 
foundations dug, but the worsening political con-
dition of Spain soon brought work to a halt and, in 
October 1932, Hinton was forced to leave the 
country in haste. He was sad to go. In his memoir 
he recorded how "in a conversation with Sir Ed-
win, I mentioned that skilled labour was very diffi-
cult to get, his reply was: - Train and teach the nati-
ves and when efficient pay them well, this proved 
quite correct and I am certain, if we had been allo-
wed to complete this work, credit would have been 
given by Sir Edwin, to the native labour and crafts-
men who did so well under his skill and training. " 
Everything but the New Palace still survi-
ves today. The outbuildings, or poblado, are arran-
ged around a series of courtyards on a continuous 
axis running towards the river. With whitewashed 
brick, tiled roors and arches, they seem unpreten-
tious and of a convincing local character; Lutyen's 
style is only subtly evident in such details as brick 
niches and in the bold shapes of the pantiled squash 
court walls, but originally the buildings would 
have seemed more distinctive when the red brick 
surrounds to windows and doors and all the brick 
detailing was not whitewashed but set against the 
white plastered walls. The Duke's house seems al-
most all new, and below it is a sunken garden, still 
well maintained: an enchanting pattern of trees, 
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hedges, paths and fountains which is asure testi-
mony to Lutyens's genius. 
Lutyens also designed a new house in a si-
milar style for the Duke of Santoña at Ventosilla, 
whose chaotic house and whose Anglophilia have 
already been mentioned. "San toña and his duchess, 
Alba's sister, are keen only on Country Life, " Lut-
yens continued in his long letter of October 1915. 
"There they are independent of everything and 
everybody. Their own farm, grain, bakery. They 
breed mules, pigs, preserve their game, make their 
own e1ectric light and power for their farm machi-
nery. A Lambay in aseaofSpain." -Lambay Castle 
was the isolated old house in Ireland which Lut-
yens enlarged and contained within a circular ram-
part for Lord Revelstoke after 1905. 
"She is his 2nd. wife. Her money runs the 
place, reconstructs and has made the large addi-
tions ... The Duke is a quite genial creature suffe-
ring from gout. His hands were v. bad. Living for 
sport and his farming. She is very small-always in 
bree ches and gaiters, more like a boy to look at 
than a woman, has no nerves and rides astride tho' 
in the evening she appeared gowned like a Byzanti-
ne queen ... " 
Lutyens designed them a new house in 
1917, grouped around a courtyard which was ente-
red through tall arched doors either side of a free-
standing chape\. This plan, like all Lutyens's plans, 
was efficient and yet unusual, with dramatic effect 
coming from conformity to dominant axes which 
link interiors to exteriors. The roofs were again to 
be of Spanish tiles. Interest was given by areas of 
rustucated stone set against plastered walls and 
much use was made of Ledous-like repeating Palla-
dian openings, such as Lutyens had used at Papi-
1I0n Hall in England. In a letter dated November 
17th, 1916, Lutyens recorded that "Monday I 
spent pegging out the Santoña house on the low 
hills overlooking the Tagus near here! In the eve-
ning I made foundation plans, etc., so they could 
get on without waiting for the finished drawings. I 
worked kile a slave. Tuesday ditto" -but all in vain, 
for nothing was ever built. 
Commissions from the Count de la Cimera 
proved to be equally abortive. Writing to his wife 
from the Palacio de Liria on February 9th, 1919, 
Lutyens announced that "1 go this evening to San-
tanda where the Count de la Cimera wants to 
build, " but the sketch drawings for a large house in 
the RIBA Drawings Collection would seem to be 
for Madrid. "Cimera is goint to build a quite good 
house in Madrid and it will be great fun. He is very 
rich, and spends much on c1othes. 
He has wardrobe robes 
1000 shirts 
1000 boots 
1000 trousers, etc, etc. then on the top of 
each case of c10thes his photograph. 
dressed for Polo 
dressed Court 
dressed as a Soldier 
dressed as a gentleman 
dress c10thes 
mes s kip 
tenms 
polo 
croquet 
golf 
Racing 
Cards 
And au Lit! Yet withal a pleasant quiet man 
capped with grey hair. " As Lutyens was particular-
Iy inventive in his furniture designs, a roof full of 
giant wardrobes for his dandy might have been one 
of his finest creations, but it was not to be. 
Despite the worsening political situation, 
Lutyens paid what proved to be his last visit to 
Spain in 1934 when he lectured on his work to the 
Spanish Institute of Architects. On June 14th he 
wrote from the Palacio de Liria that he had seen Pe-
ñaranda, who was "very much the same -as thin as 
ever but a Little bit older. It must be nearly ten 
years since I have seen him ... He has had 21 estates 
taken from him!. .. He keeps Guadelperal going." 
Two years later, the Duke of Peñaranda was mur-
de red in the Civil War. 
During the war, the Liria Palace was badly 
damaged and burnt out. It had been built for the 
duque de Berwick y de Liria in 1770-79 to the de-
signs of Ventura Rodríguez6• Returning to Spain 
after the Civil War, the Duke oí Alba decided to 
restore and reconstruct the Palace arid the architect 
Antonio Ferreras proposed simplifying the plan of 
the principal floor. Alba immediate!y thought of 
consulting Lutyens who, left idle and now old in a 
second world war, was again glad to have "somet-
hing to do". In 1940 his old friend was back in Lon-
don as the Spanish Ambassador, so Lutyens could 
address his letters to him as "Excellentissimo Jim-
my."7 
With war in Europe and Spain recovering, 
there was no immediate prospect of the Palace 
being restored, but Alba was determined to have 
designs made. He wrote from his country house in 
Albury, Surrey to Lutyens in London on Septem-
ber 11 m, 1940 -at the very height of the Baitle of 
Britain- "My dear Ned, Considering the new form 
of warfare to which we are now subjected, I aro 
thinking that if we do rebuild Liria, as I hope, I fee! 
it would be very much to the point to have a shelter 
for p~ople in the house and a strong-room for most 
of the important treasures that are stillleft. Now 
that we are at it what about a couple of hiding pla-
ces -priest holes- as you used to call them in this 
country." Lutyens recommended putting the 
strong rooms under the terraces, but his principal 
contribution was to me design of the central stair-
case: the Escalera de Honor. 
Alba argued that "there is a certain force of 
tradition around me that would like the staircase to 
be more or less as it was before, i.e. a double one. I 
know you say mere is not sufficient room ... " Lut-
yens replied that a double staricase would be too 
steep, with 25 steps with a riser of 18 cms, while the 
staircase he designed had a much more comfortable 
arrangement, with 33 steps rising 13.20 cms each. 
Lutyens scheme was adopted. From the Grand 
Vestibule on the ground floor, a single stair then 
rose directly into a' square well, and then moved 
sideways and rose up anti-clockwise into a top-lit 
hall. Lutyens also set out an inscription from Cice-
ro which Alba proposed for the Staircase of Ho-
nour in the reconstructed palace: "For the immor-
tal gods have'willed not only that I should receive 
these blessings from my ancestors, but also that I 
should hand them on to posterity." 
Lutyens prepared general plan s for rebuil-
ding the interior of the Palacio de Liria, with Ferre-
ras acting as si te architect in Madrid. In the event, 
however, the work was carried out by Manuel de 
Cabanyes between 1948 and 1956. Lutyens's plan 
was followed but not in detail. The columns in the 
staircase hall were changed from Doric to lonic and 
rus idiosyncratic Classical detailing, as with the 
niche at the foot of the stairs, was replaced by 
something more pedestrian. 
Lutyens sent a last batch of drawings to 
Alba in November 1943. On New Year's Day 
1944 he died. ihe Duke of Alba wrote a letter of 
condolence to Lady Emily Lutyens, saying how he 
was "so very distressed to learn of the death of may 
dear old friend Ned ... our friendship goes back so 
many years that I shall miss him greatly." The 
Duke himself died in 1953. It is sad that most of 
Lutyens's castles in Spain remained up in the aire. 
Gavin ST AMP and 
Margaret RICHARDSON. 
THE RISE AND F ALL AND 
RISE OF EDWIN LUTYENS 
Page 74 
In his Address to Students in 1959, the Pre-
sident of the RIBA, Basil Spence, dared to 'stick 
my neck out now and make a prediction. I think 
that Lutyens will come back into favour in the fu-
ture. He has been under a cloud since his death, but 
I think there will be a gradual coming back to the 
appreciation of this very great man'. In the year of 
the Lutyens Exhibition, with the BBC filming his 
work and with four new books about the man and 
his buildings on the she!ves and more promised, 
Spence's remark may not seem especially perci-
pient, but the renewed proposal to mount a major 
exhibition encountered opposition and it should be 
recalled that the attempt to celebrate Lutyens' cen-
tenary in 1969 was, simply, a flop-the time was not 
right. The depuration of most artists seem to suffer 
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eclipse in the years immediate!y following their 
deaths, but in Lutyens' case, the rise, fall and rise 
again of his critical, standin:g also provides an inte-
resting sidelight on the history of the fluctuating 
fortunes of the Modern Movement in Britain. The 
story of the rapid rise to fame of the young Lutyens 
in the 1890s is well known. With a series of superb 
Romantic vernacular houses to his credit, Lutyens 
enjoyed a considerable reputation by the first years 
of the new century and in the 1920s he was a natio-
nal figure. His fame owed much to exposure in and 
encouragement by the magazine Country Life. 
Gertrude Jekyll was the gardening correspondent 
and she introduced her young protégé to the 
founder and editor, Edward Hudson, who became 
a lifelong friendo Hudson cornmissioned Lutyens to 
design him a house -Deanery Gardens- and premi-
ses in Covent Garden for the magazine. Subse-
quently he asked Lutyens to alter two further hou-
ses for him -Lindisfarne and Plumpton- and he 
went out to India in 1931 to see the inauguration of 
New Delhi and was seen to be near tears, muttering 
'Poor old Christopher W ren could never have done 
this!' Country Life published Lawrence Weaver's 
Houses and Gardens by E. L. Lutyens, RA in 1913 
(reprinted in 1914, 1925, 1981) and the connection 
with the firm was not terminated by the architect's 
death, for it was Country Life which published the 
superbly produced Lutyens Memorial volumes in 
1950, by Christopher Hussey and A.S.G. Buder. 
Lutyens, indeed, became something of a 
monopoly for Country Life. It did not matter that 
the architectural journals at first gave him rather 
les s coverage, for Country Life introduced his 
work to potential clients rather than other archi-
tects. The AR, founded in the same year as Hud-
son's paper, did not publish Lutyens's work, and 
the directors later lamented that they did not take 
him up. This omission was, however, magnificen-
dy redeemed when Robert Byron was commissio-
ned to write and to illustrate a whole issue of the 
magazine on New Delhi: the result, published in 
January 1931, remains one of the most perceptive 
and eloquent tributes to Lutyens' genius. 
In the same year, 1931, Lutyens published 
an article in Country Life on 'What I think of Mo-
dern Architecture': not much, in fact. The New 
Architecture seemed to him to betray the humane 
standards and traditions he revered and he had litde 
interest in new materials or in architecture as an 
answer to identifiable social problems. He conclu-
ded that 'It is this kind of haphazardness, lack of 
graromar, inconsequence, that I find disturbing in 
much modern architecture. These adventurous 
young men thrill me tremendously and all my sym-
pathies are with them. But good architecture needs 
more than bright ideas, and by my traditional stan-
dards most modern buildings seem to me to lack 
style and cohesion, besides being unfriendly and 
crude.' 
It was Lutyens' essential sympathy for the 
aspirations of the young, combined with his wit 
and vitality, which may explain why he never beca-
me a villain for the MARS Group and the devotees 
of the Modern Movement, as did such remote 'tra-
ditionalists' as Sir Reginal Blomfield and Sir Her-
bert Baker. Furthermore, he was of too great a sta-
ture to dismiss and his architecture, increasingly 
dominated by geometry, clearly contained lessons 
which transcended the partisan batdes about style; 
as Sir John Summerson remembers, 'The fact is we 
were alw3:Ys awed by this man of genius'. 
The outbreak ot war effectively ended Lut-
yens' practice and me new mood, of austerity and 
collective national purpose, rapidly made his ear-
lier work recede into history. This mood was well 
caught by a leader in The Architects' Journal in 
1943 reviewing me strange slim biography of Lut-
yens by Robert Lutyens -containing an elaborate 
explanation of Lutyens' use of geometry by a sys-
tem called the 'armature of planes' which me 
aumor's father complained was quite beyond him. 
'With our minds and our efforts fixed up'on reali-
ti es, both material and cultural, we must, for me 
sake of the future, appreciate the great function ful-
filled by Sir Edwin Lutyens. His work provided a 
camarsis -a complete fulfilment of the drearos of a 
whole generation of architects, whose last creative 
days ended abruptly and for ever in September, 
1939. Lutyens has summed up me best of me old 
world for us and has thus left us unrepressed by 
frustrated desires, free to concentrate on building 
the new'. In the same year, 1943, however, the AR 
published an artide by Lionel Brett (subsequently 
Lord Esher) entitled 'The Cyma and the Holly-
hock' which pursued an unfavourable comparison 
of Lutyens with Frank Lloyd Wright in their res-
pective contributions to making a modern architec-
ture -an argument already suggested by Henry-
Russell Hitchcock in 1929 and one which subse-
quently would be repeated by several other wri-
terso Brett compared Gledstone Hall with Falling 
Water: 'They started level. .. (but) to turn from Lu-
tyens to Wright is to experience a wrench so sud-
den that one can hardly believe that they are con-
temporaies'. (they were not: Wright, who lied 
about his age, was two years older). Meanwhile the 
Aj reported Osbert Lancaster's not unreasonable 
opinion of the Royal Academy plan for London 
with which Lutyens was very much involved in his 
last years: ' ... not unlike what the new Nuremberg 
might have been had the Führer enjoyed the inesti-
mable advantage of the advice and guidance of the 
late Sir Aston Webb.' 
Sir Edwin Lutyens died on New Year's 
Day 1944, in drab, depressed, blitzed London; his 
Surrey houses of the '90s and the sunny world of 
Miss jekyll could not have seemed more remote. 
'Lutyens absent, the architectural scene is colder. 
December fog shrouds the fa~ades of Brittanic 
House, as it has covered already the Corinthian 
epics of Cooper, Blomfield's sturdy Doric, and all 
the old grey and black of Victorian London. A 
whole age has receded and its last monarch, Lut-
yen s the magnificient, has resigned the sceptre' 
wrote john Summerson (anonymously) in the Ar-
chitect and Building News, eloquently reflecting 
the universal feeling that a very great man hand 
died and that a whole age had passed away. 
'The death of Lutyens is a solemn event, 
for he was a great architect. Fertility of imagina-
tion, capacity to command the realisation of big 
conceptions, intuitive grasp of the abstract, spatial 
aspects of architecutre -all these he possessed in 
such a degree that neither lapse of time nor change 
of fashion are likely to steal the laurels with which 
we, his contemporaries, crowned him. Indeed, if 
the rancour of reaction could have belittled such a 
man it would have done so aIread y , for he lived to 
stand in the twilight of the Gods, with the burning 
City of 1940 for a back-doth and the leitmotivs 'of 
modernity signalling the fall of the academic cur-
tain.' 
It took a few more years for the rancour of 
reaction to express itself among a younger genera-
tion who, during the war years, where busy taking 
over position of power and ensuring the victory of 
the Modern Movement revolution. This state of af-
fairs was hinted at in the obituary in the Aj, again 
written anonymously by the ubiquitous Summer-
son: 'There is, of course, no successor to Lutyens, 
and his death brings grim darity to the architecu-
tral situation. Others will succeeded to his honours 
but architecture do es not proceed dynastically. 
The Great Academician no longer represents lea-
dership in the profession. Even Lutyens, great as 
he was, had long ceased to be in any sense a leader; 
the younger half of the profession prefers to look in 
any direction but towards Burlington House for 
inspiration and encouragement, and now the rift is 
more distinct than ever. Yet there is not the sligh-
test doubt that Lutyens' achievement will retain the 
precedence accorded to it by even the most radi-
cal .. .' 
The obituary in The Builder was contribu-
ted by Sir Albert Richardson and, as he was a near 
contemporary of Lutyens, a slight vein of pessi-
mism runs through his perceptive tribute, for the 
future was uncertain for his own traditional ap-
proach to architecture: 'Sir Edwin Lutyens ranks as 
an unswerving romanticist who lived on in an age 
of realism, one convinced of his mission to create 
buildings of charm. Therefore, in sorne measure his 
career is unique ... However the newer generation 
may differ as to the category in which Sir Edwin's 
work should be placed, the admission must come 
that as a romanticist he ranks among the greatest, 
perhaps, in apostolic descent from Wren ... Sir Ed-
win Lutyens will be resuscitated by posterity as a 
genius who flourished at a time when Europe was 
devastated by two appalling wars. His work will 
stand as a concrete statement of conditions of life at 
a time when the whole social system was in transi-
tion. His career will appeal as that of a wistful hu-
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morist weighing his art in the romantic balances, 
not without hope ... ' 
A more cautious note was sounded in same 
paper by H. V. Lanchester: 'Despite his geniality 
and attractive social instincts, he was not in dose 
sympathy with the general body of the architectu-
ral profession as he set little value on qualities less 
definitely artistic than his own ... it may yet be 
doubted if the highly enthusiastic comments which 
have appeared in the popular Press can be maintai-
ned as historically justifiable. When we call to mind 
such architects as Chambers and Cockerell the 
phrase "the greatest figure in British architecture 
since Christopher Wren", and others of similar 
purport, may well be considered as epithets of 
doubtful validity, and a verdict which would have 
been better left to a future generation to pronoun-
ce.' -but it should be remembered that Lanchester 
had been outmanoeuvred by Lutyens when he had 
tried to acquire the job of planning New Delhi. The 
longest and most interesting tributes to Lutyens 
were provided by H.S. Goodhart-Rendel and, as 
might be expected from such a writer, they were 
critical, incisive and illuminating. In theJoumal of 
the RI BA Lutyens' individualism and uniqueness 
was stressed: 'That Lutyens' originality, invention, 
sensitiveness, and skill, were outstanding cannot I 
think be questioned, and these qualities in an artist 
are those that dazzle the mosto He was always op-
posed to the school or architects that prodaims it-
self Modem, recognising in them a romanticism 
not genial, as his was; and self-deluded, which he 
was noto He had the Renaissance (and indeed the 
Victorian) artist's exhibitionism, imposing his own 
artistic personality in season and out of season; and 
the personality was one that generally received a 
warm welcome. Whether by the reality of his buil-
dings or by their photographic illustra:tions he gave 
to thousands of his generation happy dreams, and 
dreams were what they needed. He was a magician, 
a spell-binder, and few of us have not been in thrall 
tohim." 
In the A & BN, Goodhart-Rendel described 
how Lutyens' Surrey vernacular had first seduced 
him and how later, as the aspiring architect became 
aware of the more rational, practical side of archi-
tecture, the dream faded -just a littJe. 'The nostal-
gic-sentimental treatment of neo-Classical material 
is a thing that either you like or you do noto Perso-
nally I care for it so little that when Sir Edwin's fan-
cy took this turn -as Norman Shaw's had before 
him- my admiration for his supreme skill had as 
time went on a great deal to contend with. My 
dream days were over, I was awake to the spectade 
of my god no longer haunting his woods but being 
rather unblushingly Pan-whimsy in the market 
place. But his deity remained .. .' Never one to re-
peat conventional judgements, Goodhart-Rendel 
asserted that 'Nothing is more symptomatic of the 
sentimental aimlessness of our criticism than the 
inordinate reverence we now pay to the architectu-
ral production of Wren. To love the memory of 
Wren as Sir Edwin Lutyens loved it is natural 
enough -he was a brilliant and most attractive En-
glishman who turned upon architecture the full po-
wers of an ingenious and provocative mind ... But if 
he was a great architect, as practically all English-
men and practically no foreigners believe, he was 
so in virtue of his one outstanding ability, the 
sculptor's capability of making beautiful shapes. 
Sir Edwin had this capability also', but, neverthe-
less, '1 always feel that there has been a certain 
amount of bally-hoo about the Cenotaph, and that 
the extraordinary exquisiteness found in it by 
many people exists chiefly in their imaginations. 
But it is a perfectly elegant gracious thing, appro-
priately simple and serious; and the living archi-
tects are few who could be counted upon to produ-
ce its peer.' 
Goodhart-Rendel also managed to suggest 
in words that compelling, extraordinary, almost 
absolute rightness in Lutyens' work which can 
leave one speechless -as the architect would have 
wished- in admiration as he continued that 'The 
dome of the Vireroy's House, also, has a suavity 
that must come from arare subconscious percep-
tion of imponderables, and in many doorways, 
chimneypieces and bits of furniture of Lutyens' de-
sign one meets the sudden unanalysable felicity 
that makes one catch one's breath'. 
Ayear later, in February 1945, Goodhart-
Rendellectured to the RIBA on Lutyens, and his 
published paper remáins one of the m.ost balanced, 
objective and perceptive accounts written about his 
work. Conscious of Lutyens' debt to the tradition 
of the Gothic Revival, to Street and lO Ernest 
George, Goodhart-Rendel put his building s into 
context and was not sparing of criticism of his later 
lapses, such as Grosvenor House which has always 
been an embarrassment to Lutyens's admirers: 'It 
is always possible to hope that their worst features 
were due to collaborators and not to himself -but 
for so individual an anist as him any method of exe-
cution by proxy is in itself pregnant with disaster.' 
In the discussion after the lecture, several 
speakers wondered what Lutyens' future reputatio 
would be. Huber Wonhington asked 'to make a 
plea for hero worship amongst young architects. 
Since the last war, it seems to have vanished out of 
the life of our younger and rising generations' (had 
he never heard of Le Corbusier?) and Edward 
Maufe thought that 'It do es seem extraordinary 
that in spite of the spirit of youth in Lutyens' work, 
the magic in it does not appear to be appreciated by 
the youth of today. It may be because we are stan-
ding too near to him ... ' and the lecturer summed 
up by sayint that 'there has to be a pause at the mo-
ment before Lutyens' place is really understood. It 
is quite true that the very young do not like that 
'particular son of food, and do not know the best 
and the worst in it, and group Lutyens with num-
bers of people whom they think just like him, just 
as they group Norman Shaw with "Norma Shaw 
and All That. n But people like Lutyens and Shaw 
get eventually their proper place ... There is no one 
who would not have lived and died for Street in his 
own day, and his work is gradually coming to the 
front again after a long period of being unnappre-
ciated. I hope that such a period will not come for 
Lutyens' work, but even if it does I am sure that his 
fame will jump up again at the end of it. ' 
Earlier, Goodhart-Rendel had lamented 
that Lutyens 'seems to have left behind him a grey 
world, full of grim architectural Puritans on the 
one hand and gentleman-like architects who do the 
done thing on the other. He took Shaw's place, but 
who is lO take his?' and it may well be that these 
'gentleman-like architects' exaggerated the indiffe-
rence of the young and projected on to Lutyens' 
posthumous reputation their doubts and fears 
about their own futures. Harold Falkner, who had 
followed Lutyens building vernacular houses in 
Surrey, wrote to ChrislOpher Hussey in 1953 that 
'Of course nó-one gives two hoots for Lut now 
thanks to the leaders on architectural thought (of 
which you must count yourself as one), the skylon 
and Coventry cathedral are the present vogue' whi-
le in 1951 Geddes Hyslop, a younger architect, 
considered that 'Inevitably the reputation of Sir 
Edwin Lutyens is at a low ebb. To many under the 
age of 40 he probably seems a skilful old reactiona-
ry, who at the most was the best sort of a contem-
porary bad bunch.' 
Yet H yslop was reviewing the greatest pu-
blishing tribune ever paid to an English architect 
other than Wren, the Lutyens Memorial Volumes: 
three large folios of photographs, drawings and ar-
chitectural analysis by A.S.G. Butler and a quano 
Life by Christopher Hussey, arguably the finest 
architectural biography written in the English lan-
guage. All four magnificently produced books 
were available in 1950 for a mere 25 guineas 
(t:26·25; today their second-hand value is said to be 
approaching a thousand pounds). The reviews pu-
blished of the Lutyens Memorial reveal something 
of the contemporary state of his reputation. John 
Betjeman was enthusiastic in the pages of Country 
Life-who had published the books;John Summer-
son was more sober-but still enthusiastic- in the 
RI BA ¡oumal: 'It is, on the whole, the most ster-
ling tribute that could possibly be paid lO Lutyens 
that, so soon after his death, at a time when events 
have abruptly dosed the age to which he belonged, 
it should have been possible lO write about him a 
work which is not only comprehensive and factua-
lly authoritative, but alive and inspiring. ' 
Significantly, however, the AR gave the 
books to an author less likely to be swayed by the 
charms of English eccentricity but one who would 
subject Lutyens' achievement to the straitjacket of 
German historicism: Nikolaus Pevsner, whose 
long artide, 'Building with Wit', was prefaced by 
the question he tried to answer: 'was Sir Edwin Lu-
tyens a great architect? .. the paradoxes remain -
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the paradox of the builder of follies who was at the 
same time the architect of the common man, the 
paradox of the eccentric who achieved such a re-
markable worldly success, the paradox of the revi-
valist in whose work geometry is more insistent 
than in that of any living architect bar Corbusier, 
the crowning paradox of the twentieth-century 
architect of prodigious gifts who contributed no-
thing whatsoever to the main stream of develop-
ment in twentieth century architecture' and, of 
course, lO the apologist for the totality of the Inter-
national Style, the final paradox was Lutyens' grea-
test Sin. 
Pevsner began by recalling how maddened 
he was by Lutyens's newest, Classical work when 
he first arrived in England in 1930: 'full of unques-
tioning faith in the new style in architecture'. One 
of the first two buildings he saw was No 68 Pall 
Mall, 'with sily tricks in the detailing of the pilas-
ters on the ground floor. I remember these disap-
pearing pilasters irritated me particularly, even 
more th;In the fact that an architect should still use 
pilasters and columns and pediments at all in a buil-
ding of 1928. ' Yet Pevsner knew well the importan-
ce and quality of Lutyens' earlier vernacular houses 
from their coverage in Hermann Muthesius' Das 
Englische Haus (1904-05) and while he remained 
convinced that Mackintosh and Voysey were more 
significant in the development of European archi-
tecture, he could not fail to be impressed by Lut-
yens' achievement. As an outsider, Pevsner was 
able to wonder how Lutyens' eccentricity -in both 
life and architecture- could achieve such success. 
The answer, he thought, 'is connected with the fas-
cination wrought on the British more than any 
other race by the folly in architecture. Nor need the 
British he ashamed of that fascination; to apprecia-
te foUy and a folly a degree of detachment is needed 
which is only accessible to old and humane civilisa-
tions. Sir Edwin Lutyens was without doubt the 
greatest folly builder England has ever seen., Cas-
tle Drogo beats Fonthill, the Drum Inn at Coc-
kington beats Blaise Castle, and the viceroy's hou-
se in Delhi beats any other folly in the world. ' 
Pevsner was deeply impressed by Lutyens' 
craftsmanship and skill, by his preci~ion and fee-
ling for geometry, and in particular by his handling 
of space, while remaining irritated by much of the 
whimsy. Pevsner, indeed, presents us with a para-
dox quite as much as Lutyens: the architectural 
critic whose sensitive perceptions are at odds with 
his dogmatic theoretical approach, for he had lO 
continue to believe that 'whereas Berlage and De 
Klerk and then Dudok were led by their lusus geo-
metricus to a complete renunciation of period tie, 
Lutyens's art was petrified by the cold, neverwhol-
ly relaxing grip of Palladianism'. In the end, Pevs-
ner's condusion was interestingly equivocal: 'Now 
architecture for art's sake is for good reasons the 
bete noire of the twentieth-century architects of all 
schools. It is therefore quite conceivable that, if 
once again in the distant future a period may dawn 
in which the architect can afford to, and wiU want 
to, be an artist as elevated aboye social and structural 
interests as "Michel' angelo divino", Lutyens' wis-
dom will be recognised as effortlessly as I recognise 
his folly. In his serious mood he is so completely 
divorced from aU that architects of the last 50 years 
have striven for, that a balanced judgment of his 
place in history is perhaps impossible. I am fuUy 
aware of that. AU I can daim for these pages is that 
they have emphatically not been written to debunk 
but lO arrive at a judgment at least not consciously 
biased.' 
Nikolaus Pevsner's influence on Lutyens' 
reputation has, in fact, been the result of sins of 
omission rather than commission. Although his 
buildings, both early and late, are induded in the 
many volumes of the Buildings of England, Lut-
yens was omitted entirely from Pevsner's two semi-
nal text-books: Pioneers of Modem Design (1936 
&c) and An Outline of European Architecture 
(1943 &c). Other historians of modern architecture 
have been more generous and more objective. Lut-
yens receives fair coverage in the two volumes of 
Arnold Whittick's European Architecture in the 
Twentieth Century (1950, 1953) and the great 
American apostle of the International Style, Hen-
ry-Russell Hitchcock has never been able to dis-
miss Lutyens although beint deeply troubled by his 
move from Surrey Vernacular lO the Grand Man-
ner, which is seen as retrogressive. This has become 
the orthodox Modern Movement view of Lutyens 
and it was one held by Voysey, who believed that 
had Lutyens not led other young architects to-
wards Classicism, England might have developed a 
sound -craftpased- modern architecture of her 
own. 
In his 1929 book Modern Architecture: Ro-
manticism and Reintegration, Hitchcock identi-
fied the villain in the story: 'Lutyens surrendered 
completely to revivalism in building Heathcote, 11-
kley', but he remained enchanted by Deanery Gar-
dens, 'the finest house of the New Tradition. It is 
surely one of the finest pieces of traditional crafts-
manship produced in the twentieth century.' He 
had not changed his opinion three decades later, for 
in his magisterial history of 1958, Architecture: Ni-
neteenth and Twentieth Centuries, Hitchcock 
wrote of Lutyens that 'In his finest early houses, 
such as Deanery Gardens at Sonning of 1901, he ri-
valled Voysey.' However, although Viceroy's 
House receive a full-page illustration, Lutyens is 
relegated to a chapter on 'Twentieth-Century 
"Traditional" Architecture' and Hitchcock has to 
make the extraordinary -and surely meaningless-
qualification that 'Lutyens, one feels, in a different 
time and place -a generation earlier in England, 
say, or a generation later- might have been a greater 
architect. But even as his career aFtually worked 
out, he is not unworthy to occupy the place given 
to him here as the "last traditionalist". Since his 
death there has not been, either in Europe or else-
where, any traditional or semi-traditional building 
of consequence ... ' 
A surprisingly late interpretation of Lut-
yens' career in terms of its divergence from interna-
tional modernism was made in 1977 -by which date 
the historical inevitability of the Modern Move-
ment was by no mean s so generally accepted- in 
Who's Who in Architecture, edited by J.M. Ri-
chards, where Andrew Saint wrote about Lutyens 
that 'For better or for worse, the example of his ge-
nius mut be regarded as a crucial factor in any ex-
planation of British reluctance to adopt a more 
wholeheartedly modern idiom for architecture in 
this period'. Lutyens' apparent traditionalism has 
never worried the greatest of the modern masters, 
however, and their judgement of him has been con-
cerned with architectural form rather than with the 
moral necessity of being in tune with historical de-
velopment. As is well known, not only do the early 
houses of W right have much in common with those 
of Lutyens, but 'Lutyens was probably the only 
contemporary architect whom Wright really admi-
red, and the four volumes of Lutyens' work were 
constantly referred to during discussions with stu-
dents ... ' W right actually agreed to review the Me-
morial Volumes for a British journal and expressed 
his 'admiration of the love, loyalty and art with 
which this cultured Architect, in love with Archi-
tecture, shaped his buildings. To him the English 
chimney, the Gable, the Gatepost monumentalised 
in good brick-work and cut-stone were motifs to 
be dramatised with great skil!. He was able to idea-
lise them with a success unequalled. Nor can 1 
think of anyone able to so characteristically and 
quietly dramatise the old English feeling for digni-
ty and comfort in an interior, however or wherever 
that interior might be in England. I have much ad-
mired the way in which his passion for Tradition 
thus graciously fitted its place in his own country.' 
While W right felt that Lutyens Arts & Crafts work 
was very English and belonged to an era which was 
over and which could not be recreated, so that 'We 
can follow his own great qualities, not his build-
ings', he was sure that 'all effort in Art of the quali-
.ty of Sir Edwin's effort is precious as a natural heri-
tage, and rareo I am glad to see it regarded with re-
verence. These esplendid volumes treasuring it all 
will preserve it as a national monumento My own 
faith and desire would leave it there worthy as such 
and go on towards the expression of alife in evita-
bly changed and changing for the bettér only if we 
apply the lessons learned from devotion to the 
Ideal by men like him.' 
In Le Corbusier's Oeuvre Complete 1952-
1957, Chandigarh was introduced with a compli-
mento to Lutyens: 'New Delhi, the capital of Im-
perial India, was built by Lutyens over 30 years ago 
with extreme care, great talent and true success. 
The critics may rant as they will but the accom-
plishment of such an undertaking earns respecte.' 
While, in his 1959lecture already quoted at the be-
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ginning of this artide, Basil Spence compared Cor-
busier and Lutyens: 
' ... recently, when 1 visited Liverpool... I 
went into the crypt of the Roman Catholic Cathe-
dral there. 1 had recently visite Ronchamp and 1 
was struck by the similiarity in the weight and 
strength, and the desire to create space using depth 
of material, strongly modelled. Ronchamp is to me 
very similar in essence to the crypt of Lutyens' Ca-
thedral in Liverpoo!. The mouldings, of course, are 
palladian in the crypt, where Corbusier does not 
use mouldings at all, but there is this understanding 
of what great architecture is, that is common to 
these twO great men.' (An attitude which contrasts 
with that of Frederick Gibberd, who wanted no-
thing whatever of Lutyens in his new circular ca-
th~dral raised on top of the crypt.) 
Nevertheless, Lutyens' standing evidently 
did diminish in the 1950s and 1960s, although this 
is something very difficult to documento Growing 
indifference to his achievement is best and most 
poignantly symbolised by the abandonment of his 
design for Liverpool Cathedral in 1954, and the 
subsequent disappearance of most of the drawings 
he prepared to complete it and the disgraceful van-
dalism of the superb model of the Cathedral made 
in 1933-34. 
Despite his earlier filial devotion, even Ro-
bert Lutyens 'began to have misgivings about my 
father's real place, even as an architect', he recalled 
in 1969 '1 was worried by the scale of sorne of his 
early work, and wondered if he was really no better 
than Voysey, or Unwin, or even Mackintosh. He 
was not much less gimmicky that they were; and if 
his work had ended, say in 1912, sorne of it would 
have been better and more comprehensive than 
theirs, such as Marshcourt and Lindisfarne, but he 
would still rank below Le Corbusier and Frank 
Lloyd Wright ... And then (it must be confessed) I 
found Andrew Butler's text in the Memorial Volu-
mes of such boredom that 1, at least, fell into the 
error of suppsing that the work itself was boring ... ' 
While in the architectural school, Lutyens -like 
most architectural history before the Fagus facto-
ry- was simply regarded as irrelevant. At Cam-
bridge, Peter Inskip recalls how he was regarded 
with 'amused patronage' when he wrote a thesis on 
Castle Drogo in 1963-64, for Lutyens was conside-
red a dead-end. 
Attitudes to traditionalists like Lutyens 
were probably more hostile at the Architectural 
Association for, while Modern Movement archi-
tects of the 1930s generation could respect Lutyens 
as a great designer of an age that had passed, the se-
ductiveness of his buildings may have been a threat 
to a younger generation of hard-line believers in 
the avant-garde. This was particularly true of dis-
ciples of Pevsner, such as Robert FurneauxJordan. 
Jordan spoke at a discussion about Lutyens by tho-
se who had known him held at the AA in 1959; he 
was there, he said, feeling 'like an atheist giving an 
address from the balcony of Sto Peter's. I have been 
asked to give what is callen an objective assessment 
on behalf of the younger generation.' Although he 
admitted that he had once 'worshipped Lutyens 
only just this side of idolatry and certainly carne 
into architecturte because Lutyens had existed', he 
felt obligued now to condemn him as just a 'su-
perb pasticheur... When you practive pastiche, 
even with the hands of a supreme artist, you are im-
posing on society a style which was not made for it, 
and you can be quite sure that your sin will find 
you out ... I believe that no man, however superb 
his artistry, however much a poet he may be, and 
however sensitive, can live out of his time'. By the 
mid-1960s Jordan's judgment was even more 
blinded by his progressive, collectivist conviction 
that inividualism was a heinous sin. In his Victorian 
Architecture of 1966, Jordan condemned Lutyens 
by his dients and by his time in an astonishing pas-
sage which reflects as much inverted snobbery as 
socialist principie: 'These famous dream houses -
built around the turn of the century ... Will remain 
a curious monument, not to culture -for they are 
dean outside their time- but to one mano Like a 
dream they have left not a wrack behind ... an archi-
tecture where the high pitched roofs, textured 
stone and tiny casements served mainly to conceal, 
ever so charmingly, the whole apparatus of conspi-
cuous waste. It all died, as it should have died, in 
August 1914. Lutyens himself outlived it: whith 
the Cenotaph, the grand manner of N ew Delhi and 
the pretentious nonsense of Lutyens' Roman Cat-
holic cathedral, he declined v'irtually into a species 
of Architect Laureate. He was greater than his con-
temporaries of the same school, like them he was a 
dead-end kid.' 
The absurd irrelevance of this criticism is 
best shown by the fact that only one of Lutyens' 
'dream houses' has been demolished-Papillon Hall 
(it was an enlargement of an older house and was 
haunted}- and most have always been lived in and 
cherished by owners blissfully unaware of the im-
peratives of modern architectural criticism- the 
contrast with the s;1d fate of most of the houses of 
Philip Webb, the hero of progressive critics, is su-
rely significant. 
As might be expected from his collabora-
tion on two volumes of the Buildings of England, 
another Pevsner disciple is lan Nairn. Faced with 
the rich concentration of Lutyens houses in the 
SUTTey volume on 1962, Nairn was both full of ad-
miration and yet constancly obsessed by the crimi-
nal retrogression of Lutyens' later Classical work. 
The early houses he characterised as 'feminine but 
not affeminate, as personal as the series of houses 
Frank Lloyd Wright was building in the same 
years', but, on the other hand, 'The genius and the 
charlatan were very close together in Lutyens' and, 
'After 1900 his buildings were almost all Classical, 
first gay and pretty ... then becoming progressively 
heavier and drearier. But Lutyens was not really to 
blame for the neo-Georgian style, although his 
change of heart must have given it a tremendous fil-
lip. In Surrey the responsability falls more squarely 
on the shoulders of Ernest Newton .. .' But the 
principal condemnation of Lutyens in print, on the 
grounds of his influence and refusal to conform to 
the demands of the Modern Movement, was to ap-
pear in the RI BA Joumal in 1969 -the centenary of 
his birth. In 1968 plans were made to hold a major 
centenary Lutyens exhibition at the Royal Acade-
my- the most appropriate location as Lutyens had 
been PRA when he died. The cost of this was esti-
mated al ~12 000; to help raise money a fund-raising 
dinner was held at the RA inJune 1968. In the Lut-
yens 'Biography File' in the RISA Library is a fas-
cinating and poignant document: a list of possible 
guest -Lutyens house-owners, chairmen of firms 
with premises by Lutyens, etc.- with pencilled 
comments next to their names made by Margaret 
Richardson (principal organiser of the present ex-
hibition at the Hayward Gallery and cataloguer of 
the Lutyens material at the RISA Drawings Col-
lection): 'Not v. rich', 'v. v. rich' etc. Alas, if sorne 
of the guests were rich, they were not generous; a 
total of ~120 was raised and Reuters, the Govern-
ment of India and other bodies declined to be re-
presented. 
In the event a small exhibition was held in 
1969 at the RISA at 66 Portland Place, which cost 
about ~1 000. There was not enough money to exhi-
bit the Liverpool Cathedral model, which the Li-
verpool School of Architecture were then valiantly 
trying to restore -only to return it to the cathedral 
authorities to sustain further damage. There were 
more disapppointment. Henry Medd commissio-
ned Lawrence J osset to execute a superb mezzotint 
copy of the portrait of Lutyens by Meredich 
Frampton at the Art-Workers's Guild, of which he 
had been Master in 1963. Most of this limited edi-
tion remained unsold. A continuing disappoint-
ment has been that the planned centenary biogra-
phy commissioned by the short-lived RIBA pu-
blishers from Nicholas Taylor -who today knows 
more about Lutyens than anybody- has never ap-
peared. 
1969 probably marks the nadir of Lutyens' 
reputation. To add insult to injury, the editor of 
the RI BAJoumal allotted two out of the three arti-
cles published in the Lutyens centenary issue of 
April 1969 to Alison and Peter Smithson and thus 
allowed them to attack Lutyens with the tired old 
argument that he had perverted the course of En-
glish modern architecture. Alison Smithson's arti-
cle 'The responsability of Lutyens", is a curious, 
jealous diatribe against the English domestic tradi-
tion: 'Lutyens bears the responsability for the look 
of housing in England from 1934 to 1965 [why 
1934?]. .. With the example always before the pu-
blic of the Lutyens house and with Lutyens the 
master of the art of building at the pinnacle of his 
profession -a reputation held despite his complete 
Americanisation, most visible in Heathcote 
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(1906}- the debasing of the language of architecture 
became anyone's game: an influence still popular in 
the world of town and country planners, seemingly 
common to sociologists, and reflected in the disre-
gard-unto-disparagement of the main stream of ar-
chitecture flowing through the Mackintoshes and 
Le Corbusier. Therefore this Lutyens-worship, 
brought to the fore again in 1969 -the centenary of 
Mackintosh's birth- represents something by con-
trast distasteful and sick if all-too-real in England ... 
Lutyens jouned in the Americanisation of our cities 
through monstrous office blocks with hideous 
plans (and what was the Economist building?) The 
invidious "Wrennaissance" ... all worked for ill on 
every proportion effecting the taste of would-be 
copyists and clients alike. The constant flow of 
"good" and easy fitting had dried up. Still the 
craftsmanship left no loopholes fo doubt or criti-
cism. The activities of the Lancelot Keay era, 
through to the Housing Manual, sheltered behind 
Lutyens' rejection of Voysey, of the Gasgow Art 
Movement, and in consequence all the heroic pe-
riod happening in Europe. Thus from approxima-
tely 1901 stems the death of English domestic ar-
chitecture: this is the responsibility for the loo k of 
domestic England and the life that is lived in these 
houses and the ashy taste it leaves in the mouth and 
the eyesore furniture they contain ... ' 
This smug, patronising polemic was com-
plemented by Peter Smithson writing a short piece 
on 'The Vicero's house in Imperial Delhi' which 
concluded that 'Trying to think about Lutyens is 
like trying to think about the younger Saarinen: en-
viable talent, but historically speaking distressingly 
unhelpful. Lutyens was caught in the box of his 
time too tightly for it to be possiblefor my genera-
tion to think about his work without pain ... ' 
It is not necessary to answer the Smithsons' 
attacks, for this was done magnificently by Robert 
Ventury and Denise Scott Brown in the August 
1969 number of the RI BA Jouma/. Under the 
heading 'Learning from Lutyens', they argued that 
the Smithsons' articles were 'condescending and 
irrelevant', exposed their inconsistencies and mis-
takes and suggested that the Smithsons themselves, 
in their attitudes and dependence upon the 'good 
guys v bad guys' view of recent history, were 
caught in the box of their time. 'Mrs. Smithson re-
fers to "that particularly dead hand the English can 
lay on Classicism as seen from this side of Man-
sart". May we uphold the Anglicisation of Classi-
cism in the land ofWren, Hawksmoor, Vanbrugh, 
Archer, Adam and Soane as seen from this side of 
Bunshaft? But the most disturbing aspect of these 
articles for us is the hollow-heroic stance of the sa-
viour-architect, contemptuous of the mes s and 
sure of the answes: "We (presumably we archi-
tects) have not yet knocked this sick culture on the 
head (sic, so help us)." Our greatest lesson from 
Lutyens is perhaps his toleran ce and wit.' 
It required another American to make the 
first defence of Lutyens in the popular press. The 
Californian historian David Gebhard chose Vice-
roy's House as the subject for his article in the se-
ries 'The Master Builders' in the Sunday Times co-
lour magazine in 1972 and he concluded that 'the 
Residency stand s as a formidable argument: and ar-
gument for classical humanism, for man's ability to 
control and at the same time to accommodate him-
self to his physical and social environment -and 
against those planners and architects who, as aged 
period pieces, still cling to the tenets of the "Mo-
dern Movement" in architecture'. 
Sir John Summerson denies that Lutyens' 
reputation ever sank -for his generation the great-
ness remained; but each generation seems to have 
had to discover -or to dismiss- Lutyens for itself. 
Clearly, for the avant-garde generation who 
emerged in the 1950s Lutyens was an irrelevance if 
not a threat, but younger generations of architectu-
ral students have rediscoverd Lutyens with excite-
ment and with delight. A 'Lutyens Revival' was a 
palpable phenomenon by the 1970s. The origins of 
this -in England- are difficult to identify of date, 
but very important in the process were the 'pio-
neering' tours of Lutyens houses organised for the 
Victorian Society by Nicholas Taylor and Rode-
rick Gradidge in the late 1960s -and well do I re-
member the thrilling revelation of architectural 
richness and possibility that these tours presented. 
One of the last rearguard actions against 
this 'Lutyens Revival' was fought in the pages of 
the Times Literary Suppelment in 1978 by Reyner 
Banham. In his bitter review of Morality and Ar-
chitecture, Banham criticised David Watkin for 
complaining that Pevsner had omitted Lutyens 
from his Outline oi Europen Architecture and 
stated that 'It might be that the reason for this is 
that Pevsner (like me) would find preposterous 
Watkin's elaim that Lutyens was one of the "two or 
three most brilliant and successful architects En-
gland has ever produced".' Watkin replied that 
'My impression is that Banham is probably now in 
a minority in maintaining this view and that we are 
in for a Lutyens revival'. 
The sponsoring by the Arts Council of 
Great Britain of a major exhibition abqut Lutyens 
at the Hayward Gallery just three years after this 
correspondence would seem to be a complete vin-
dication fWatkin's elaim. Watkin was, indeed, one 
of those originally involved with promoting the 
idea of a second, and appropriately large, Lutyens 
Exhibition, along with Colin Amery, Roderick 
Gradidge, Margaret Richardson, Mary Lutyens 
and the present writer. However, beefore the exhi-
bition could become a reality, not only had spon-
sorship to be sought but lingering prejudice had to 
be overcome. As in 1968, the thoughts of the 'Lut-
yens Committee' naturally first turned to the Ro-
yal Academy as the most appropriat.e venue for an 
exhibition but, after months of prevarication, the 
current PRA -unusually, but like Lutyens, an ar-
chitect: Sir Hugh Casson- deelined for commit the 
Academy to the idea. The Arts Council were then 
approached, early in 1980. The Architecture Panel 
of the Arts Council had to be persuaded, and it was 
then considering the idea of a Le Corbusier exhibi-
tion as the most suitable subject to interest the ge-
neral public. 
Perhaps what most tellingly persuaded the 
Arts Council that Lutyens was a more relevant 
subject for an architectural exhibition -with a 
greater chance of popular success today (though Le 
Corbusier's moment will certainly return, and pos-
sibly quite soon)- was the fact that a small exhibi-
tion of photographs of Lutyen's work was held at-
of all places- the Museum of Modern Art in New 
York in 1978. This extraordinary and unlikely phe-
nomenon owed its existance to an equally extraor-
dinary phenomenon- the growth of interest in Lut-
yens in the United States. This is extraordinary in 
that Lutyens seems in so many ways a peculiarly 
English architect and, indeed, many American wri-
ters try to interpret Lutyens in terms of the equally 
significant revival of interest in the architecture of 
the Ecole des Beaux Arts- also the sub jet of an ex-
hibition at MOMA, in 1975. Americans therefore 
tend to stress the Classical work in Lutyens' career, 
while the English respond must to the Romantic, 
often eccentric earlier work. But, misguided as the 
American interpretation of Lutyens can be, Ameri-
can interest was of crucial importance in this Lut-
yens historiography. 
Hitchcock ineluded Deanery Gardens in 
his 1929 book as it was the only Lutyens building 
'modern' enough to be ineluded. This was the first 
time Philip Johnson heard of Lutyens, but John-
son's current interest in Lutyens he attributes to 
Robert Ventury and it was Ventury who was prin-
cipally responsible for there being a Lutyens re-
vival in the Unitet States before his reputation rose 
again in Britain. Ventury first encounterd Lutyens 
in the Weaver book, Houses and Gardens, in the 
early 1960s in the waiting room of an old Philadelp-
hia architect. In 1966 he travelled in England look-
ing at Lutyens buildings and when he told English 
architects what he was up to at a party given by Ja-
mes Stirling for Philip Johnson they were shocked: 
'He's doing Lutyens!" he remembers people mut-
tering in amazament. Also in 1966 Ventury pub-
lished Complexity and Contradiction in Architec-
ture, a book rt:markable, among other things, for 
the fact that Lutyens was taken soriously and the 
ambiguity of this detail and planning referred to se-
veral times. In 1969, as has been already mentio-
ned, it was Ventury who, with his wif Denise Scott 
Brown, carne to Lutyens' defence in the pages of 
the RIBAJournal. 
It was also in the Lutyens centenary year 
that a long and important artice on his work appea-
red in the Yale School journal. Perspecta, written 
by the South African-born architect Allan Green-
bert. Greenberg had studied in Johannesbufg, 
where Professor John Fassler considered Lutyens 
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to be on of the greatest twentieth century architects 
AlIan Greenberg. Greenberg had studied inJohan-
nI!sburg, where Professor John Fassler considered 
Lutyens to be one of the greatest twentieth century 
architects and an outstanding Classicist. Green-
berg' s very first exercise at architecture school was 
to sketch theJohannesburg Art Gallery. In his arti-
ele, 'Lutyens' Architecture Restudied', Greenberg 
undertook a formal analysis of Lutyens' plans and 
his use ofaxes, discussed the mixture of the 'for-
mal' and 'natural' in his garden and town plans and 
compared Lutyens' work with that of Frank Lloyd 
Wright and Le Corbusier. Like Venturi, Green-
berg was fascinated by the deliberate paradoxes and 
ambiguities in Lutyens' work -what Summerson 
had earlier described as his 'wit'- as well as by the 
geometrical structures underlying his designs. 
Greenberg coneluded that 'As sculptors of archi-
tectural form Le Corbusir and Lutyens are proba-
bly without contemporary rivals ... It is ironic that 
these two men, one of whom was for so long the 
undisputed leader of the modern movement, while 
the other was a prime symbol of reaction, should 
share this great common legacy. It underlines the 
desperate need for a more comprehensive frame of 
reference to relate the architecture of the nine-
teenth and twentieth centuries. Architectural his-
tory, working as it does with existing or recorded 
artifacts, cannot aford to ignore an entire segment 
of experience. Hopefully the demise of simplistic 
definitions, characteristic of the early years of the 
modern movement, and the reviving interest in 
Victorian and Beaux Arts architecture will achieve 
this end.' 
AlIan Greenberg has become the principal 
American interpreter off Lutyens as a Classicist 
and he proposed the exhibition of photographs at 
the Museum of Modern Art and organised it with 
Arhur Drexler, who was earlier responsible for the 
Beaux Arts exhibition and had, earlier still, pub-
lished Venturi's Complexity and Contradiction. 
Coinciding with the MOMA exhibition in 1978 
was an event in Washington which also marked a 
stage in Lutyens' return to grace. Having be en ad-
vised that Lutyens' British Embassy was 50 years 
old, the ambassador, Peter Jay, encouraged by 
Philip Johnson, held an anniversary dinner in 
honour of Lutyens at which Johnson and Hugh 
Casson spoke. 
Two years later, in 1980, it was India's turn 
when the School of Architecture and Planning in 
Delhi organised a large and comprehensive exhibi-
tion on Lutyens and 'The Making of New Delhi'. 
So, when the final, comprehensive Lutyens exhibi-
tion opens in Londo this November, the Architect 
Laureate will have returned home to be honoured 
in his own country at lasto Perhaps we can now re-
gard him with more historical objectivity. The age 
in which Lutyens lived and worked, enviably full 
of wea!th and possibilities, is as remo te now as it 
seemed when he died, but the intervening years 
now also seem to be a period which is ower and one 
which is, to many, of barren achievement. The 
richness, the skill and the delight in Lutyens' build-
ings cannot, and possibly ought not to be realised 
today, but they are no longer irrelevant, no longer 
a snare. Rather, they represent the summit of archi-
tectural achievement by a great master and provide 
lessons of eternal value. As John Betjeman con-
eluded in 1951: 'What other architects have done 
wo much work with such haunting power in it and 
sudden humour?' 
Gavin STAMP. 
(Translation by Manuel de Seabra) 
